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CHAPTER I 
THE PROBLEM AND METHOD OF PROCEDURE 
For many years school systems in various parts of 
this country have experimented with school administrated 
museums. The fe-w existing reports of such experiments 
indicate definite satisfaction with the results, but a 
lack of direction in attaining them. Most noticeable has 
been a lack of professional know-how in constructing ex-
hibi t s, which are the essence of any museum. It is impos-
sible to estimate how many school museums have been tried 
and abandoned because persons responsible for their growth 
have been ignorant of the techniques of museum exhibition. 
I. THE PROBLEM 
Statement of the problem. It was the purpose of 
this study (1) to collect and organize general principles 
and t echniques of museum exhibition; (2) to describe in 
detail the construction of several typical exhibits as a 
guide to the construction of the same or similar exhibits 
in school museums. 
Importance of the study. The literature in the 
field of museum education of children is decidedly meagre. 
While there are several sources which argue the educative 
-===== 
value of museums, there is no single source, which the 
author of this study has been able to find, which describes 
comprehensively the technique of exhibiting for children. 
1 
This gap in the literature is all the more strange because 
of the admission by authorities that exhibits for children 
I 
involve unique methods. 
This study hopes to fill that gap at least partially. 
It assembles the available information from periodicals and 
books and adds to it the author's experience in the study 
of children's museums. It is hoped that the person respon-
sible for the organization of a school museum will find 
here information of value. 
II. METHOD OF PROCEDURE 
During one summer the author worked at one of the 
early and outstanding museums in this country - the Chil-
dren•s Museum of Jamaica Plain, Massachusetts. During this 1
1 
time he discussed museum practice with the director, Mrs. 
Elsie Boyle, observed the preparation and installation of 
· exhibits, and took an active part in the summer program of 
the museum. Much of this study is based on that experience. 
The author wishes to acknowledge his indebtedness to Mrs. 
Boyle for her helpful advice and for her permission to use 
museum photographs and other material in this study. 
; '·:"C' 2 
Other museums studied by the author include The 
Museum of Science, Boston, Massachusetts; The Children's 
Museum of Hartford, Connecticut; The Museum of Fine Arts, 
Boston, Massachusetts; The Public School Museum of the 
City of Cambridge, Massachusetts. 
3 
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CHAPTER II 
REVIEW OF THE LITERATURE 
A review of the literature might well begin with a 
11 
statement by Creswell: 
Occasionally,- writers in the field of 
supervision and administration allude to the 
possibilities of a school museum; experts on 
extracurricular activities sometimes suggest 
the school museum as an appropriate out-of-
class activity for pupils especially inter-
ested in the sciences; exponents of visual 
aids to learning mention the school museum 
rather casually as rightfully belonging to 
and being a part of their program, but that 
is about as far as most writers go. Infre-
quently, some hint is given as to possible 
sources of materials, with emphasis on the 
offerings made by commercial houses, but 
almost never are definite procedures out-
lined with regard to the administration of 
a school museum. 
During the five years that have elapsed between the 
'
1 date of that statement and the date of the author's study, 
I 
the literature has not notably increased in either specifi-
city or volume. 
v 
Perry, writing in 1910, reflected the rigid philosophy 
of museum practice which was dominant during that era. While 
1/Robert v. Creswell, 11 The School Museum, 11 National 
Elementary Principal, 23: 57, July, 1944. _ 
2/A. c. Perry, Problems of the Elementary School (New 
York:- D. Appleton Co., 1910), pp. 177-184. 
-=~~~-=====-~~==================================== 
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admitting the educational value of school museums, he be-
lieved they 11 ••• should be regarded as a -depository of 
·jj 
material rather than a collection for exhibit. 11 Further-
more, he warned of the 11 dangers" inherent in permitting 
students to examine the contents of the museum at will. 
This, he felt, would d~inish the students• interest in 
specimens when they were used by the teacher in the class-
room. y 
Writing seven years later, John Cotton Dana declared 
that museums would do well to adopt the colorful and inter-
esting exhibition techniques of large city department stores. 
Public museums, he cla~ed, were catering to a small segment 
of the public -- to professional people who used the museums 
for research and to the wealthy class which was primarily 
interested in maintaining European influences in art. Dana 
appealed for modern techniques of museumology which would 
make museums attractive and stimulating centers for public 
education. 
21 Coleman describes practices essential to the efficient 
and effective operation of a small museum. Although his 
_1/Ibid., p. 178 
4/John C. Dana, The Gloom of the Museum (Woodstock, Vt.: · 
The Elmtree Press, 1917). 
5/Laurence v. Coleman, Manual for Small Museums, 
(Woodstock, Vt.: The Elmtree Press, 1917). 
5 
'• · 
book is directed at public museums, the principles he sets 
forth are largely essential for anyone planning a school 1: 
museum. He strongly emphasizes the need for exhibitions 
which are both purposeful, in. that they relate objects to 
one another and .to the larger physical environment of which 
the objects are a part, and artistic. Exhibits must not 
only instruct, they must also please. He also points out 
the necessity of having constantly changing exhibits, with 
permanent exhibits forming a background of constant value. 
Considerable information is given about technical details: 
basic records, the storage of study collections and typical 1 
museum equipment. y 
Eleanor Moore was given a grant by the Rockefeller 
foundation in 1940 to study the work being done in American 
and Canadian children ' s museums. The results of her study 
1 are invaluable for their clarification of the distinctive 
nature of museum work with children. She says that four 
principles distinguish a child ' s museum from others. 
a museum necessitates: 
•• •• • a Physical set-up of objects (1) 
selected for children (2) exhibited for 
children (3) interpreted for children (4) 
in a place set aside for children. 111/ 
Such 
§/Eleanor M. Moore, Youth in Museums (Philadelphia: 
University of Pennsylvania Press, 1941 ) . 
1/Ibid., p. 5. 
= =-=-=-_,_ === 
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Objects 11 selected for children" means objects which 
reflect the children's interests. Objects "exhibited for 
children" connotes all the varied techniques of exhibition 
which arouse curiosity, pleasure and interest in children 
and therefore bring about learning. Objects 11 interpreted 
for children" recognizes the limited experience range of 
children and provides for exhibits which will lie within 
and yet broaden this experience range. 
Objects 11 in a place set-aside for children11 implies 
an attractive setting which will make a child's museum 
experience pleasurable. I shall make constant reference 
in my study to more explicit suggestions offered by Miss 
Moore. Suffice it here to say that her book is by far the 
most valuable in the field of museum work with children. §_/ 
Hart describes the establishment of a museum in the 
Lourey School, Dearborn, Michigan. For over a year it 
served this school effectively with hardly any expense. 
Finally, the Board of Education established a budget for 
the museum and extended its services to the whole school 
system. Now the museum has over three thousand exhibits 
and operates on the unbelievably low budget of one hundred 
dollars annually. Hart emphasizes, as have other authors, 
the valuable role the museum assumes in bringing the child 
8/W. G. Hart, 11A Low Cost School Museum,. 11 Educational 
Screen, 21: 176-178, May, 1942. 
7 
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into closer contact with his community through exhibits which ' 
deal with the problems and projects of the local community. 
From his experience with the Brookline School Museum 
9.1 in Pittsburgh, Pennsylvania, Creswell concludes that a 
school museum, if it is to attain its educational objectives, 
' must be entirely pupil administered. He describes the sue-
cess with which the pupils of the Brookline school have 
administered, independent of any faculty control whatsoever, 
a school museum which h~s accomplished, according to Creswell ~ 
1 the following things: 
1) greatly increased teacher efficiency, 
particularly in the use of illustrative 
materials. 
2) a stronger incentive to, and a much 
wider variety of, creative endeavor and 
self-expression on the part of pupils. 
3) greater pupil initiative 
1.~) additional opportunities for leader-
ship training 
5) greater school pride and a sense of 
possessiveness and participation in a 
worthwhile activity 
6) a tremendous broadening in the 
materials available as aids to teaching 
7) much stronger bonds of community under-
standing and school-community cooperation 1Q/ 
111 
Monsen, director of the Pasadena Museum serving that 
9/R~ v. Creswell, "School Museum," National Elementary 
Principal, 23: 57-64, July, 194lJ-. 
10/Ibid., p. 63. 
ll/C. Monsen, "Museums Where Children May Touch as Well 
as Look, 11 California Journal of Elementary Education, 
February, 1945, pp. 172-182 
8 
9 
====== 
city•s school system 3 emphasizes the need for analyzing the 
interests of children, then building museum exhibits around 
these interests. The primary value of a museum~ he claimsJ 
is the opportunity it affords for relating the objects of 
the past or present to the child 1 s present day experiences. 
To the critics vrho maintain that a museum should concern 
itself solely with realia and not utilize such teaching aids 
1 
as motion pictures~ field trips , slides, etc., Mr. Monsen 
replies: 
.•. a museum should be concerned with 
every process of life that is related to the 
child and his experiences; a museum should 
be concerned with the inter-relation of all 
the processes and should make use of all the 
techniques that are available to it. 12/ 
w 
More concrete information is given by Pearl who 
describes methods and projects she has found to be successful 
in an elementary school science museum. She describes a 
puzzle corner which effectively stimulates younger cnildren 
to seek ans1-rers to the puzzles from the various exhibits in 
, the museum. In this corner a series of objects are displayed 
with several facts given about each object. The children are 
asked to identify the objects from the clues given and from 
the clues to be found in the regular museum exhibits. The 
xgjibid., p. 179. 
nfP. A. Pearl, "An Elementarv School Science Museum," 
Journal of the National EducationuAssociation, November, 
1946, pp. 496-497. 
==~~~---~======================= 
children are asked to write their answers on a piece of paper '' 
and each week the names of those answering correctly are 
posted. Although her ideas about student administration are 
14/ 
somewhat more conservative than Creswell 1 s--Pearl does 
1
advocate the delegation of much responsibility to student 
committees. 
Somewhat different from the school museums discussed 
above is the one serving the Baltimore school system and 
127 described by Winslow. It is situated in the main hallway of 
, the Baltimore Department of Education building and is admin-
istered by the Division of Art Education. Glass cases are 
mounted in false walls around the perimeter of the hallway. 
Indirect illumination is provided by strips of fluorescent 
·lights mounted in the space between the top of the false 
wall and the ceiling. Each case is devoted to a particular 
grade level and is used to display the work of the students 
in that grade. Noteworthy is the Department of Education's 
plan to include similar museum units in all school buildings 
to be constructed in the future. 
1§/ 
Although Gilbertson wrote for those concerned with 
14/op. cit. 
15/L. L. Winslow, 11 Standard School Museum Installation, 
11 The-xm.erican School Board Journal, 117: 31-32, November, 1948 
16/H. W. Gilbertson, Educational Exhibits: How to Prepare 
and USe Them, Miscellaneous Publication No. 634, U. s. 
Department of Agriculture, 1948. 
10 
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exhibitions at agricultural fairs~ many of the principles he 
outlines are valuable to the museum worker. Of prime impor-
tan~e is his warning that exhibits, if they are to be effec-
tive, must first be carefully planned on paper, taking into 
account such elements as subject and purpose, arrangement, 
methods of holding interest, etc. He emphasizes the need for 
unity in each exhibit, with each object and accessory con-
tributing to the main idea. Furthermore, an exhibit must 
attract attention, hold attention, inform and possible 
persuade. This may be done by various methods which will be 
described in the body of this study. lll . 
Burns• manual for field museums of the National Parks 
Service is a comprehensive guide to many museum techniques, 
exhibition and otherwise. It should be in the library of any 
school museum. He emphasizes the great importance of careful 
planning of exhibits and describes the methods of planning 
which are standard operating procedure for all national park 
museums. 
17/Ned J. Burns, Field Manual For Museums (Washington, 
D. C-:-! United State s Government Print1ng Of'f'J.ce, 1941; 
. :1:1 
SUMMARY 
Museum work has evolved in the past fifty years or so 
from the narrow conception of a museum as a repository for 
priceless or unusual objects to be studied by the initiated 
few to the modern conception of a museum as a center for 
public education. This last conception recognizes, among 
other things, the value of museum instruction to children and 
the need for museums which are designed to meet the needs and 
interests of children. Many large public museums are incorpo-
rating programs for young students into their existing frame-
work of adult education. Hundreds of privately supported 
and public supported children •s museums are springing up 
constantly in this country. More and more schools are recog-
nizing the importance of museum study in the educative process 
and are utilizing more fully the facilities of local museums. 
In spite of these trends, little has been written about 
children 1 s museum work in general, and almost nothing about 
school museums in particular. To the educator, confronted 
with the opportunity of establishing a museum for his school 
system, the problem of securing information concerning princi-
ples and practices of this type of museum work is a very real 
one. Much can be gained only through experience for it is 
impossible to establish practices which fit all situations . 
But much help can be given the aspiring curator of a school 
1.2 
-- -·====~========== ====-===~====---==== 
r 
.I 
I 
museum by describing the principles which underly this 
distinctive work and by compiling the methods and techniques 
which others have found to be effective. The author hopes 
to give such assistance in his study. 
I 
._ 
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CHAPTER III 
PLANNING MUSEUM EXHIBITS 
Moore states: 
11According to Mr. Rene d ' Harnoncourt , 
in charge of the Indian Exhibit at the Golden 
Gate Exposition, •whenever an object is placed 
it is interpreted. 1 It may be interpreted 
poorly or well or it may be interpreted for 
adults or children ••.• It is entirely possible 
to convert many an object to child interest 
by means of its setting or through the series 
of which it forms a part. "1./ 
Exhibits, then, must be regarded as a means of inter-
preting objects. The exhibit preparator is in a very real 
sense an artist vrho manipulates and modifies man made and 
natural objects to make them more understandable. By com-
bining charts, maps, and pictures with real objects he tells 
a story 1vhich is at once fascinating and lucid. His rewarq. 
is very often the realization that his audience has reached 
an understanding of something for the first time . 
Few artists put brush to canvas without first planning 
the painting carefully. Similarly the exhibit preparator 
must plan his work in great detail , realizing his responsi-
bility toward the children who will view his work. The 
purpose of this chapter is to guide the museum worker in the 
1/Eleanor M. Moore , Youth in Museums, University of 
Pennsylvania Press, Philadelphia, 1941, p. 38 
- ="---===-= 
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techniques of exhibit planning . 
No exhibit should be constructed before it is first 
carefully planned on paper, and, if it is to be an expensive 
exhibit to construct, before sketches and rough models are 
made. Even experts with years of experience in exhibit 
preparation would not think of constructing an exhibit with- 11 
Burns describes the elaborate out first making careful plans. 
2/ 
planning which is standard for all National Parks Museums.-
It includes floor plans showing the location of the exhibit, 
enumeration of each object in the exhibit, a list of materials 
to be used in construction, a color plan, a sketch of the 
exhibit, wording of all labels, and even a bibliography rela-
:ting to the accuracy of the exhibit. Before construction 
can start on the exhibit, this plan must be approved by 
seven experts , including the Chief of the Museum Division of 
the National Park Service. It is not by luck that such 
exhibits are outstanding. 
It is wise for the museum curator to submit exhibit 
plans to those teachers in the school system who could offer 
helpful criticism on certain aspects of the exhibit . The art 
supervisor could criticize it for composition and color 
harmony; a teacher or department head in the subject field of 
the exhibit could criticize it for accuracy; a shop instructor 
could offer suggestions for its construction. This would 
15 
II 
result not only in a better exhibit but also in greater 
1 interest among the teachers in the work of the museum. 
Following is a discussion of what an exhibit plan 
should contain. No mention is made here of specific tech-
nique s of exhibition, which are discussed in the next chapter. 
SUBJECT AND PURPOSE OF EXHIBIT 
An exhibit begins, not with a conception of an attrac-
tive display of objects, but with a recognition of a need. 
Perhaps a teacher suggests to the curator that an exhibit on 
a certain subject would be of great value to the classes. 
Or the curator realizes through experience that a certain 
exhibit would be helpful in the general edu~ation of the child. 
Whatever the need or its source, it is extremely important to 
clarify the subject and purpose of the proposed exhibit. 
The def inition of the subjec t should proceed rrom a 
general description of the subject area which the exhibit 
serves to a more precise description of the particular aspect 
of the subject area - Ex. 11American History - Revolutionary 
lj 
War - the flintlock rifle., its accessories and military value. 11 
1:Thile it is possible and even desirable for an exhibit to 
contribute to learning in several subject areas, the exhibit 
should be planned with only one subject in mind. Otherv:r:J St~ 
ther e is a danger of its becoming a hodgepodge of unrelated 
1_6 
informat ion . A good exhibit has only one strong, central 
idea . 
It is logical that if an exhibit is to have only one 
central idea , i t must have only one main purpose . Here is 
the most important part of exhibit planning, for upon the 
purpos e of exhibits hinges the whole justification of the 
sc h ool museum . The author has analyzed many exhibits and 
has found that any exhibit can be classified under one or 
another of four broad purposes : 
1 . Aesthetic : An exhibit which is aesthetic in purpose 
attempts to develop in the viewer an appreciation 
of the beautiful in art or nature . Qbjects in such 
an exhibit a r e displayed purely for their b eautiful 
formJ color or composition. No attempt is made to 
present a message; no social, economic or scie n t ific 
uses are implied. An example of such an exhibit 
-vrould be a display of waterco l or paintings by Eliot 
O 'Hara. A slightly different example, but nonethe-
less aesthetic in purpose , would be an exhibi t 
f e aturing the various techniques and media of the 
arts. 
2 . Economic : An economic exhibit has as its purpose the 
pr e sentation of objects of man•s environment which 
are related to the satisfaction of man•s physica l 
needs. Obviously, many thousands of exhibits would 
===~c~=====-= --== ~ -=-= 
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be economic in purpose since man 1 s needs are exten-
sive . Food, clothing, shelter , transportation~ 
mediums of exchange or barter - these are merely a 
few of the needs which present opportunities for 
the display of economic materi a l s . Confusion may 
arise as to whether an exhibit is economic ~ social 
or scientific . It is possible for an exhibit to 
have elements of all three . Ho1-rever, the degree of 
emphasis upon the object s as satisfiers of man 1 s 
physical needs determines its classification under 
this type of purpose. Exampl e : a display of com-
mercial fishing equipment and products. 
3. Social : An economic exhibit has been carefully 
defined as one which relates to man •s physical needs, 
for psychologists claim that man has need for social 
intercourse as well . A social exhibit~ then ~ may be' 
defined as one which shows the forms of int eraction 
among me n and a nimals. A diorama of an Indian village 
would exemplify such an exhibit . 
4. Scientific : Scientific exhibits illustrate man •s 
achievements in systematizing and formulating knowl-
edge with reference to the discovery of genera l 
truths or the opera tion of general laws . Such 
exhibits usually illustrate principles of physics ~ 
chemistry , biology~ astronomy~ mathematics, and 
·-
i.S 
geology. The Children's MuseL~ in Jamaica Plain~ 
Massachusetts, has an excellent exhibit sh01-1ing the 
stages in the formation of the Boston Basin which 
exemplifies this purpose. 
Thi s classification of exhibits into four main types 
accord~ng to purpose may seem somewhat arbitrary and mechani-
cal. Howe ver, it can serve the useful purpose of clarifyi n g 
the thirucing of the person responsible for exhibit planning . 
I t can help to determine the fundamental purpose of any 
exhibit and thereby contribute to the construction of an 
exhibit 11hich has unity of purpose . 
A more specific statement of purpose in terms of the 
'l earne r is necessary. What attitude or fact is the child 
s uppo sed t o acquire as the result of the exhibit? As an 
examp l e ) r ecall t he subject of the exhibit mentioned before: 
''American History - Revolutionary War - the flintlock musket~ 
its a cc e ssories and military value.'' Perhaps the primary 
purpose of such an exhibit coul d be stated as follows: '' to 
d e v e lop in the child an understanding of the nature of colonia l 
\.·rarfare by showing him the inefficiency of the flintlock musket 
a s compare d vrith the accuracy of the modern rifle. " Undoubt -
e d l y this exhibit could have secondary purposes . The important 
t hing to remember is that all details contributing to second-
ary purposes be subordinated to the primary purpose. 
19 
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GRADE LEVEL OF AUDIENCE 
In the average school museum~ where space is limited~ 
it is more economical to construct exhibits which appeal to 
all or most grade levels. Even though an exhibit has been 
c onstruc t ed to correlate with the studies of a certain grade 
1 leve l~ it should be arranged and labelled so that it is 
clearly understandable to most grade levels. If a clear 
central idea is presented and the exhibit is not cluttered~ 
if the colors used are attention-attracting~ and if all the 
explanatory rna terial is 1-rorded simply~ such an ace omplishment 
is readi ly obtainable. 
TYPE OF CONSTRUCTION 
Many exhibits consist of nothing more than collections 
1of objec t s. The problem in such a case is merely to arrange 
the objects so that they become meaningful. However, there 
are three types of exhibits which are most effective under 
certain conditions and which demand a certain degree of 
technical knowledge. The person planning an exhibit should 
determine if such types of construction are called for: 
1. Diorama . Burns defines dioramas as 11 ••• miniature 
groups of modeled figures in a three-dimensional 
foregroQ~d which merges into a curved, painted 
background. They employ perspective and are viewed 
from the front only. 113/ He warns that "Since 
3/Burns ~ op. cit. p 70 
dioramas require a considerable amount of time for 
accurate and detailed construction~ they are rela-
tively more expensive than other types of exhibits. 
Consequently, it is desirable to choose the best I 
possible subjects for the limited number which can I 
be employed to make them exhibit highlights. 11 1/ 1 Burns explains that, 11 The true worth of the minia- , 
ture (diorama) lies in its power to tell a vital 
story in a dramatic way through its inherant 
attractiveness and appeal to the imagination. 11 '2/ 
2. Habitat groups. A habitat group is a re-creation of 
" ••. the natural abode of a plant or an.:bmal, espe-
cially the particular location where it normally 
grows or lives, as the seacoast~ desert etc."§../ 
scene showing various birds in nesting and other 
positions common to the species. The advantage of 
such groups is that they depict plants and animals 
as they actually exist, thus lessening the danger 
that children will acquire false conception of size 
or distance. Like the diorama, habitat groups are 11 
expensive to construct and should 
3. Models. Burns defines models as: 
0 
. 5/Ibid, p 75 
II 
be used judiciously. 
"three-dimensional!' 
II 
.§/from Webster's definition of "habitat" 
2 
reproductions in any given scale viewed from all 
sides and employing no perspective or illusion s of 
distance. n 7/ 
Models can be miniature, life-size, or over life-
size, according to the use that is made of them. 
The use of models in place of real objects has 
many advantages, the major ones being the possi-
bility of simplifying the model so that extraneous 
details are eliminated. The value of topographic, 
architectural and equipment models is readily 
apparent. As to the importance of models in 
general, Burns states, 11While models usually lack 
the dramatic attractiveness inherent in the diorama, 
they play an important part in museum exhibits. 
The three-dimensional model usually has more carry-
ing power t han the flat painting or drawing, and §/ 
serves particularly well as an explanatory device. 
TYPE OF ORGANIZAT I ON 
Having decided vrhat the purpose of the exhibit is to be 
and 'tvhat type of construction (if any) is to be used, the next 
]}Burns, op. cit. p 70 
8/Ibid, p 71 
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step is to determine how it is to be organized. The organi-
zation is almost completely dependant upon the purpose. 
Analysis of exhibits reveals that there are four major types 
of organizat ion. 
1. Evolutionary . An evolutionary exhibit is one that 
is organized around a phenomenon of change or 
development. Such exhibits are common: the devel-
opment of impressionism in art; the life cycle of 
the frog; the history of U. S. currency. 
2. Geographic. Geographic organization means simply 
that objects have been grouped because of their 
peculiarity to a region in the world. A display 
of clothing worn by a typical South American child 
would be an example. 
3 . Classification. Exhibits which come under this 
category are those containing objects which have no 
organization other than that they are of the same 
kind. While it is not impossible to construct an 
effective exhibit using this type of organization, 
it should be done carefully, recognizing that 
classification by kind can be monotonous. It is 
especially dangerous with children because the child 
has difficulty relating objects to one another and 
to their environment. Usually an exhibit utilizing 
such organization appeals to persons with 
specialized interests~ as collectors of Indian 
arrowheads, guns, buttons, stamps, etc. 
4. Process, natural. A natural process can be defined II 
simply as any series of actions which occur or 11 
could occur without the intervention of man. It is I 
necessary to qualify this definition with 11 could 
occur 1' since many processes which are fundamentally 
natural are now controlled by man, such as cotton 
growing. Interest in such organization is centered ~ 
not primarily around the changes incidental to the I 
process, but aro~~d the causes or reasons for such 
changes. Of the natural processes, biological ones I 
are perhaps the most commonly used in museum 
exhibits. 
5. Process, mechanical. A mechanical process is any 
series of actions which could not otherwise occur 
except through the control of man. As in a natural II 
process, interest is focused upon the causes or ~ 
reasons for change, if any. The techniques involved 
in making pottery exempl~fy such a process. Anothe~ 
example would be a model showing the operation of 
the diesel engine. 
Because the five types of organization are described 
separately~ it should not be construed to mean that any one 
exhibit can utilize only one type of organization. Exhibits 
........... ____________________ __ 
I 
I showing the evolution of mechanical processes are common 
I (e. g . the development of the steam engine). However~ even i~ 
such exhibits the emphasis is more upon one type of organi-
zation than upon another~ and it is this fact which should 
~ help the exhibit planner give proper emphasis to the exhibit. jl 
CONSTRUCTION SPECIFICATIONS 
The final step in exhibit planning is to work out in 
detail the specifications of the exhibit itself. In other 
ll "i-TOrds~ what will the exhibit look like? How is it to be 
constructed? What will it contain? Where will it be placed? 
II It is upon this phase of planning t .hat much of the final I . 
!
polish depends. The following information should be included u 
1 in a complete exhibit plan: 
I 
1. A listing of all items to appear in the exhibit 
i ncluding objects~ models~ charts~ maps, pictures 
and other visual aids. 
2. A list of materials necessary for the construction 
of the exhibit. 
3. A sketch or model of the exhibit shoving the follov-
11 
ing details: 
a. placement of objects, charts, maps, etc. 
b. location and wording of title and key labels. 
c. special lighting if any. 
d . color scheme. 
25 
4. Specifications of the display case. 
5 . Location of exhibit in relation to other exhibits . 
SU~LA.RY 
Careful p lanning is necessary in the prepar ation of 
e ffective exhibits for children's museQms. An exhibit p l an 
should contain the following information. 
l . subject and purpose of the exhibit. 
An effective exhibit has only one strong cent r al 
idea . Four broad purposes characterize all types 
of exhibits . 
a . aesthetic 
b . economic 
c . social 
d. scientific 
2 . type of construction 
Certain exhibits call for a specialized type of 
construction . The r e are three such types: 
a. diorama 
b . habitat groups 
8. models 
3 . types of organization 
Exhibits can be unified around five types of 
organization 
a . evolutionary 
26 
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b . geographic 
c . classification 
d . process natura l 
e . proce s s mechanical 
4. Construction spe cifications 
Such specifications should give all details regard -
ing the construction , content , anq placement of 
objects in exhibits . 
27 
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CHAPTER IV 
TECHNIQUES OF EXHIBITION 
Some of the basic principles of exhibiting have been 
dis8ussed in the previous chapter. It is the purpose of this 
chapter to describe some of the specific techniques of e x-
hibiting objects so that they become effec tive learning aids. 
EXHIBITS FOR CHILDREN 
A visit to several of the large metropolitan museums 
makes it readi ly apparent that children were not considered 
in the p lans of the s e museums. For that matter~ neither lfras 
the a v e r age adult . Such museums were based on the theory 
tha t a museum should be a great marble mausoleum housing 
va luable objects of art and antique civilizations. Lit tle or 
no r e cogni tion was given to exhibiting as an art in itself. 
Instead~ objects 1-rere either hung on the wall in precise~ 
ba lanced patterns~ or displayed in endless rows~ protected 
from the hands of the public by securely fastened g lass cases. 
These mu seums -vrere designed for the research student or the 
scholar . Others could come and look~ but they really -vreren 1 t 
expected to be greatly interested . 
I n later years~ ho1v-everJ led by such men as J ohn Cot t on 
Dana and Samuel Francis Taylor ) museum officials have come t o 
r ea lize that public museL~S should appeal to the general 
- =-- =,~===== 
public, and that the public, whi le it would come in a polite 
trickle to see case upon case of Aztec arrowheads ~ would come 
in g r eat numbers to see a sing le arrowhead placed in an 
' exhibit which interpreted to the layman the nature of the 
Azte c civilization. 
One of the outgrowt hs of this logica l but novel idea 
has been the creation of numerous museums designed sole l y for 
children . 'l1his has necessitated ne-vr ideas of exhibiting 
1vhich 1-TOlJ.ld meet the needs and interests of children. The 
most important of these ideas are described below: 
1. Exhibit s should be based on the interests of 
chi l dren. This is a sound principle ivhich educators 
use constantly in discussing the p l anning of lessons. 
Far from narro-vring the field of exhibit subjects, 
this expands it more than some might realize, for 
in a museum a c hild has an insatiable interest in 
the world about him . 
2 . Exhibits should not presume too much about the 
child ' s general knowledge. Material should not be 
presented in such a way a s to make its significance 
largely dependant upon pr evious lea rning. A museum 
attracts children ivith a wide range of cultural 
backgrounds. Therefore exhibits should be under -
standable to children -vri th negligible backgrounds 
of knowledge" 
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3. Moore quotes Coleman, author of The Mu se1..1In in 
America~ as say ing : 11 It should be noted that ar t , 
sciences, history and industry, though separate 
subjects as treated by institutions, are not in 
separate compartments to the child. The young mind 
c ut s across these sophisticated divisions and se e s 
t he -vrorld as it relates to the individual. rr 1/ 
It is extremely important to establish relat i on-
ships bet1veen objects and exhibits so that the 
8hild will grasp broader concepts than those nor-
mally associated ivith specialized fields. Objects 
in an exhibit should be related to one another and 
t o the child and his everyday life. 
l. ~ . The child should find the museum physically a t t rac-
t ive enough so that he wants to return again and 
again. Exhibits, of course, are prj_marily respon-
sible for this desire to revisit , but atmosphere is 
also greatly important . The museums should have 
the -vrarm and friendly personality of a home, the 
color and variety of a depar t ment store, and the 
ex8itement and movement of a circus . A museum which 
has these qualities will never lack young visitors . 
What follows is no more than a de t ailed expansion 
l/Eleanor M. Moore, Youth in Museums~ University of 
Pennsylvania Press ~ Philadelphia , 1941 , p. 35 
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of these broad ideas. Techniques are tremendously 
i mportant in this work. They are the "how 11 of 
muset~ instruction . One must beware, howe ver, that 
they never overshadovr the 11 vlhy 11 • 
TEMPORARY AND PER~ffiNENT EXHIBITS 
Very few exhibits in a school museum should be con-
sidered permanent in the sense that they are on public dis -
1 p l ay year after year without major changes. Moore gives t he 
reason for this : 
11 Exhibit s should be changed often in & children•s 
museum because unlike adult s, a child may return 
nearly every day if he is interested - it becomes 
his laboratory and he expects to use it. Though 
he can take pleasure in seeing the same thing more 
often than an adult , he is also excited by frequent-
ly discovering something new. To him it is a kind 
of exploring - the fascination of finding the 
unexpected . 11 y 
Certain types of exhibits could be considered more or 
less permanent. These are exhibits which teachers recognize 
as being of constant value throughout the school year and in 
which children appear to be g reatly interested over a long 
period of time. A c om..mon example of a type of exhibit lvhich 
may be regarded as permanent 1vould be a display of wild 
animals or fish . At the Children's Museum in Jamaica Plain, 
Massachusetts, the live animal room is understandably the most 
~/Ibid, p. 36 
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popular with the children of a ll a ges. Few teac hers would 
begrudge the s pace a llotted to such an exhibit. Very often 
it attracts children to the museum when they would n ot other-
wise come voluntarily. 
Moore de scribes the types of exhibits which could b e 
considered permanent or temporary~ as suggested by the Ne1vark 
J unior Museum : 
I. Permanent, more or less: 
1. Those which arrest attention by size, color or 
outstanding characteristics~ as:- model of 
Hac kensack Indians; of a stockade; an i g loo; 
Eskimos fur coat 1·rith long tails; mounted cobra 
or mongoose in deadly struggle; old fas hioned 
peep show, etc. If exhibits are not suffi -
ciently colorful~ try a pennant or colored 
prints in the room. 
2 . Those which are alive or can be put in motion :-
Harmles s snakes, salamanders, young a lligators, 
turtles, tadpoles~ cocoons~ fish~ growing plants~ 
seeds, terrarium~ revolving g lobe, loom. 
3. Those which stimulate children to do some thing : -
the case showing necessary steps in earning a 
badge in the Junior Museum Club. 
II . Transient Exhibits 
1. Those which childre n connect with their daily 
lives as:- hobby collections; coins; stamps; 
a utog raphs; photographs ; marbles; nature 
collections; dolls; toys ; games; tools. 
2 . Those which are seasonal~ as:- The Japanese Doll 
Festival for Girls, celebrated in Japan on 
March 3rd each year; Christmas; Spring, etc. 
3. Those which show children's work as:- work of 
museum club members; Junior Red Cross Work; work 
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of Blind and Sight conservation classes, etc. 2/ 
A public school museum in most cases would have more 
occasion to change exhibits than an endowed or public chil-
dren's museum because of the need for correlating exhibits 
with the constantly changing courses of study in the various 
s ub ject fields . 
WHAT IS A GOOD EXHIBIT? 
A go od exhibit should have all or most of the follow-
ing qualities: 
l. one strong c entral idea. 
2 . one primary purpose which can be stated i n terms of 
the learner. 
3. an organization which is understandable t o children . 
4. Elements whi ch are interesting to children . 
5 . an organization of objects which is the most 
appropriate for the purpose of the exhibit. 
6 . an arrangement which is aesthetically pleasing and 
vlhich contributes to the understanding of the 
exhibit. 
7. Lack of clutter . 
8 . Co lors a nd textures which are harmonious with the 
objects and with the purpose of the exhibit. 
}/Ibid, p. 35 - 36 
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9. Lighting which is glare and shadow free. 
10 . Graphic devices which clarify the exhibit. 
11. Labels which are simple , legible , at the correct 
height for all to see , and int eresting . They do 
not carry the ivhole burden of making the exhibit 
understandable. 
12 . Cases which are at the correc t height for children. 
COMPOSITION 
Composition is the arrangement of ob j ects and graphic 
de v i ces i n an exhibit so that the eye is lead in a desired 
1 direct i on from one point in the exhibit to another . Place-
' ment of objects, lighting , color and texture , size of 
objects, - al l these factors contribute to a we l l balanc ed 
composl.tion which discourages aimless examination of the 
exhibit . There are no set rules which guarantee effective 
compos i tion . Skill comes with practice . There are, how·ever, 
c e r t ain helpful principles upon which c omposition is based. 
All things being equal, the center of an exhibit, 
assuming it is approximately at eye level, attracts attention 
first. 
Attention is attracted by l arge ob j ects , ob jec ts vThich 
are bright in color or which have universal shape , objec t s 
which are spotlighted or moving . 
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Because people read from left to right, simple compo-
sition can be achieved by placing objects in this order. If 
understand ing of the exhibit is dependant upon the reading 
of labels in a fixed sequence , it is almost mandatory to 
p lac e t h em in a l eft to right order. (It is wel l to number 
them.) This does not mean that either objects or labels 
shou l d b e placed in a horizontal line. Such an arrangement 
is stat i c and uninteresting. An effective, simple, lef t to 
right arrangement, for example, starts at the upper left hand 
corner and moves diagonally to the lower right hand corner . 
The mos t interesting point on this diagonal is where it 
bisects t he foca l point . 
Ar tists commonly make use of certain basic compo-
s i tional lines '\vhich can be used also in exhibiting objects: 
OOLSIL+ 
Balance is an important quality to achieve . An ex-
hib i t '\vhi ch is off balance is psychologically disturbing to 
the viewer. Balance can be achieved by placing objects of 
equal size and shape (somet imes color if the colors are vivid ) 
on corresponding sides of central, hypothetical perpendicular 
o r hor i zont al lines. Or, a more subtle balance can be 
achieved by offsetting a large object with two or three 
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smaller objects. Because the former type is so obvious, it 
tends to make an exhibit uninteresting. Certain exhibits, 
ho1-reve i', require this type of balance, particularly those 
1
11
1
,-rhic h show comparisons. 
Markers, such as ribbons or arrows, are often used to 
direct the eye from one point to another. Lines can be 
painted on the background, ostensibly for decoration but 
actually as a subtle means of guiding inspectiin. Such 
~ devices, however, . are artificial and should be used sparing l y . 
,J Many of the above principles are portrayed in figure II 
7 , page 75 , and described in detail on pages 76~77. 
1 
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COLOR AND TEXTURE I 
Color is used in exhibits for two reasons: 1) to give ll 
a p leasing effect; 2) to make the exhibit more easily under- I 
standable. 
When color is used solely to make an exhibit attrac-
tiv e , the colors should be muted, preferably pastel tones. I 
I 
!! Viv id colors should rarely be used unless a certain effect is ' 
wanted - r ic h pur'ples and reds could be used to advantage in I 
' a n exhibit of objects connected with British royalty. 
Co lors should be harmonious. Avoid colors which clash 
, such as red and orange, brmm and blac k , etc. Backg round 
colors should harmonize with the colors of the obj ects, 
II 
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charts and pictures themselves. For anyone unfamiliar with 
~olor harmony, a color wheel, obtainable at art supply 
stores, would be helpful. 
The exhibit preparator should recognize the psycho-
logical qualities of color and use them accordingly. The 
reds·, oranges and yellow·s are exciting and warm. They are 
called advancing colors because they make objects stand out. 
,! Greens, blues and purple are cool and soothing and are called 
! receding colors. Light colors tend to increase the apparent 
size of objects, whereas dark colors decrease the size. 
11 The second use of color, to make the exhibit more 
I 
understandable , is easily exemplified by the colors used in 
a diorama. Blue represents the sky, green represents foliage i 
etc. 
If an exhibit attempts to show, let us assume, three 
stages in a process, three differently colored backgrounds 
1can be used to sharply distinguish between these stages. Or , 
as another example, color could be used effectively in a 11 
model which illustrates the arterial system in the human body. 
jDifferent colors could distinguish veins from arteries, or 
I 
could distinguish between arteries carrying blood to and from 
the heart . 
Using color in this manner poses a problem in working 
with children: i.e. the danger that children will think the 
objects are actually colored as they appear in the exhibit. 
II 
37 
If the use of color is necessary to make the process clear~ 
then the children must be carefully told that the c olors are 
me r e ly representative and do not appear in the object•s 
n a tur al s tate . 
The r e can be no d oub t that childre n are attracted b y 
brigh t l y c olored objects. With an awareness of the dan ger 
menti oned a bove, the exhibit prepara tor should try to i n cor -
pora t e col ors in t o all exhibits . 
Textural materials can be used effective l y to set off 
t h e obje cts in an exhibit. The textural material itse lf 
s h ou ld n e v e r be so unusual as to detract from the obje cts. 
Burn s g ive s exce l lent , if brief , advice on the use of such 
mate r ials: 
11 Cloth "~:lith patterns is rarely used on backgrounds 
for the display of specimens~ a lthough cloth woven 
1-1ith two or more colored threads may g ive a pleas-
ing effect . The texture of the cloth ~ hovrever , is 
quite important . Coarse weaves such as burlap and 
c a nvas may be used for l arge objects such as a g ri -
cultural tools and k itchen utensils, while fine 
textures are desirable for delicate specimens. 
J ewe lry and ornaments generally are displayed 
a gainst casement cloth, velvets, or silk of suita-
ble colors . If cloth with a weave or texture re -
l a ted to the specimens is used , an extra advantag e 
is gained . A replica of vralnut-dyed homespun might 
b e u sed as a background for a display of articles 
use d on the ear l y frontier , dark blue might serve 
for marine instrmnents ~ or a rich silk for oriental 
ma terials . Matting has been used for ethnological 
obj ects from the South Seas . The texture of stone, 
adobe or wood also may be simulated by modeling and 
painting in a case background to aid the display of 
appropriate rna terials. Case linings of '\vool or fur 
======- --
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should be avoided because they are especially 
liable to attack by moths. Fabric with perma -
nent fast dyes should ahrays be used. 11 if 
LIGHTING 
Natural lighting from windows and skylights should not 
be depended upon to illuminate exhibits for two reasons: 
1) its intensity is not easily controlled. Cloudy days may 
provide insufficient illumination , while sunny days can cause 
shadow·s and glare; 2) natural light , especially the rays from 
the s un, tends to bleach out fabrics and colors in objects. 
It can do irreparable damage t o documents especially . 
There is no objection to ample window space provided : 
1) the museum has sufficient area to compensate for this 
wasted wal l spac e . 2 ) some form of light control is used to 
prevent sunlight from striking the cases . Windows give an 
airy, cheerful quality to a museum which is particularly 
desirable for children. If wal l space is badly needed, the 
lm.,rer half of several window·s can be covered lvi th wall boa rd 
and the light from the upper half controlled by venetian 
blinds or semi-opaque shades . 
Artificial light should be used to illuminate all 
exhibits . These lights should be placed so that they supply 
illu..mination -vrhich is shadow and glare free . The lights, of 
1~/Ned J. Burns , A Field Manua l for Museums, v!ashington, 
D.C., - u.s . Printing Office , 1941, pp. B7 , 88 
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course, should not be visible nor should they shine ~nto the 
visitor's eyes. Figure :4 illustrates a type of lighting 
whic h is effective for dioramas or for any type of exhibit 
5/ 
which is mounted in fixed wall cases. Burns recommends -
that almost all exhibit cases be illuminated from above \vith 
the light outside the case to eliminate excessive heat and 
t he resultant· breathing in of dust . The lights can be con-
c eale d b y an ornamental cornice of some sort and diffused by 
p lacing opal or ground glass between them and the case. Such 
an a rrangement prevents the use of opaque shelves in the case 
or t h e p lacement of large objects near the top . Plate glass 
shelves and the placement of larger objects near the bottom 
-vrill eliminate this trouble to a large extent . Experimenta-
tion will r e veal the best method. Footlights cause glare 
and g ive an unnatural effect . 
Artificial room lighting should be indirect and sub-
dued. Otherwise glass surfaces will reflect these lights . 
Subdued room lighting and bright exhibit lighting will 
eliminate most difficulties. 
Spotlights can be used to attract attention to certain 
exhibits or to highlight a feature of a single exhibit. The 
modelling \vhich results from spotlighting gives a dramatic 
effect i·rhich is often desirable. Opaque shadows , however, 
should be avoided by over-all fill-in lights. 
-----
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LABELS 
Of all the techniques required in museum exhibiting 7 
none i s more difficult than 1-Triting satisfactory labels. 
6/ 
Burns compares it -to writing an advertisement where each 
"\'lOrd must be weighed 7 defined 7 and its emotional overtones 
recognized. A label must tell a great deal in a few sen-
tences., sometimes in a fe"t-T words . It must be simple and 
perfe~ t ly clear to children. It must explain certain aspects 
of the exhibit and yet not bear all the weight of explanation . 
I t must give information 7 and yet leave enough unsaid so that 
the reader is provoked to search for more information in the 
exhibi t it self. Obviously 7 it would be impossible to de-
scribe a fool-proof method of writing effective labels. A 
study of the labels in a good children 1 s museum 1-rould be most 
he l pful. Practice is es s ential. The following suggestions 
ha v e been culled from the opinions of experts and from the 
author 's examination of labels in mu seums. 
1. A three-dimensional title label cut from plywood 
and placed a bove the exhibit helps to tell a t a 
g lance the subject of the exhibit. Example : 
THE FLINTLOCK MUSKET 
2 . Care should be taken to write labels in simple 
sentences and simple words so that children will 
have no difficulty understanding them. Technical 
terms should be avoided, as we ll as abstract "t·rords 
iolhich mean different things to different people . 
6/Burns 7 .21?.· cit. p . 66 
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3. Labels should be as brief as is consistent with 
clarity. 
~- . vlhite or buff cards make the best labels. If 
possible, labels should be printed in heavy type 
so that they may be read from a distance of two 
or three feet. If this is impossible, type-
written cards are acceptable, provided a fresh 
black ribbon is used and capital letters are 
employed throughout. 
5 . In general , labels used to identify objects 
should move from a specific to a general descrip-
tion.. The introductory part of the label should 
describe "whatrr , ''from where", "what use' 1 • The 
text should give information _justifying its 
display. The conclusion should allude to other 
parts of the exhibit or to life. 
6 . Questions on the label are effective in arousing 
a child's curiosity. Such questions should 
stimulate the child to find answers elsewhere 
in the museum or from his daily life. 
7. A story type label is useful in dealing with very 
young children. For example, a label describing 
an eskimo doll might go as follows: "My name is 
Nedu. I wear heavy clothes like this because it 
is ahrays cold where I live in Alaska. My coa t 
and pants are made from seal skin. My boots are 
made from the skin of an elk. I live in a house 
called an igloo. Can yo·u find a model of an 
igloo in this room?" 
8 . Labels should be mounted at a height which can be 
read by all children. 
9 . An interesting variation in labels can be had by 
lettering with india ink on celluloid or clear 
plastic. Such labels are valuable for exhibits 
featuring delicate objects which might be over-
shadow-ed by card-type labels. 
It 
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PARTICIPAT ION 
A children ' s museum is not functioning proper l y if it 
limj_ts t he child 1 s activity to observing specimens in glass 
cases . A child learns not only by hearing and seeing but 
also by manipul ating . Feeling the texture of an object or 
moving something to see hovr it operates can be an exciting 
part of the learning process . The museL® , with its large 
store of factual materials, must be a p lace where children 
can t ouch as wel l as look. 
How can this be done without jeopardizing the safety 
of s pec i mens having a material value, perhaps specimens ifhich 
have been loaned by private parties ? The pr eservation 
funct i on of a museum is, after all , a valid one , thoug h less 
so for a children ' s museL~ than for an adult public one. 
And 1-rhat about the s pecimens vrhich have been carefully 
mounted in an educat ional exhibit? The practicality of 
a llOi-ring children to handle these specimens is questionable. 
The ans-vrer does not lie in the mus eum 1 s acquiring 
only re p1~oduc tions or specimens -vri th a negligible material 
value . · Orig inal objects have a strong emotional appeal 
lacking in reproductions, and c ertainly it is impossible to 
bui l d a representative col l ection around nothing but inex-
pensive objects. The solution is to bui l d up a study col-
lection of duplicate or similar specimens. The se specimens 
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need no t be in the high state of preservation required for 
those used in exhibits. Bird skins~ for example~ can be 
used in p lace of the more expensive mounted specimens. 
Carved wooden blocks can be used to support these skins for 
study . Drawers can be built beneath the exhibit cases to 
hold duplicates of the specimens in the case. 
Another form of participation provides opportunity 
for children to operate things vhich are operable. An 
exhibit on pottery making vould be incomplete without a 
potter ' s wheel . The pleasure, to say nothing of the learn-
ing , whi ch children would have in throwing clay on this 
wheel is obvious. 
I f there is danger that children will injure them-
selves in operating~ say, a cutaway model of a steam engine~ 
or if there is a possibility that they could easily damage 
such a machine ~ a vicarious experience of 11 push button 11 
operation can be provided , with the machine out of reach but 
visible. Children take great delight in pushing buttons and 
1v-atching the reaction. Such devices should b e used moder -
ately . Burns warns : 
11 Models with moving parts are employed frequently 
in museu~ exhibits to show the operation of 
industrial plants ~ simple machines~ geological 
processes , or biological sequences. When anima-
tion is used in a model or diorama , it should be 
for-the purpose of explaining more fully and 
clearly the story which is being told , and its 
use merely to attract attention should be avoided. 
4:4 
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Models that the visitors can operate by hand add 
an element of participation which increase s their 
teaching power . Since mechanically operated models 
are not only expensive to construct but also more 
costly to maintain , they should be simple in design 
and mechanism and sturdil y bui l t to require a 
minimu..m of repair . It is 1vell to remember tha t _, 
l·rhile an exhibit may attract and hold the visitor's 
attention because of i ts animat ed devices _, such 
int erest may be concentrated in an effort t o find 
out hm-r the model w·orks rather t han an appreciation 
of the story t he model c onveys. An i mation is most 
e ffective when it is limited to exhibits which are 
among the main focal points of t he museum . When 
u se d for unimportant exhibi ts _, it has a tendency 
t o distract at t ention from the sequenc e of the 
story and may prove more of a nuisance than a he lp. 7/ 
Other types of participation can be used to stimula te 
interest in exhibits . There are a variety of museum games 
I·Thich can be played. The Chi l dren 1 s Mus eum of J amaica Plain, 
Mas sachu s e tts , has had great success lvi th a question and 
a n s1·re r game . The children are given mime ographed shee ts of 
pa per cont aining questions , the ans1.rers to vrhich can be found 
in exhib it s and _, in many instances , only by a careful reading 
of certain label s. Figures 1 & 2 i l lustrate such games . 
G&'\.PHIC DEVICES 
Graphic devices are simply photographs _, maps, drawing s 
or pai nt ing s_, graphs , and charts . Posters coul d conceivably 
b e used as backgrounds for certain exhibits, but woul d have 
no par t in the exhibit ' s interpretive function . 
7/ Burns ~· cit . p . 85 
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FIGURE 1 
BUFFALO CALLER'S DRAWING GAME 
I am Buffalo Caller, a Plains Indian boy. Please draw 
these objects that are worn or ueed by my people. 
sort-soled shoes called 
MOCCASINS 
My father's WAR BONNET 
of feathers 
INDIAN SADDLE made of wood 
NECKLACE made of buffalo 
teeth 
BOW and ARROWS 
~IY DOG PULLING A LOAD ON THE TRA VOIS 
The Children's Museum 
60 Burroughs Street 
Jamaica Plain 30, Mass. 
Grades 2 and 3 - 15 
Name Grade 
--------------------------------------
Street Town 
--------------------- -----~Ap-r~i~i~2~7-,~1~9~5~o 
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FIGURE 2 
· 47 
NORTHWEST I NDIAN CROSSWORD PUZZLE 
l 2 ? 
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Across 
1. Cured by shaman priests who dance with 
rattles 
5. A kind of pole placed outside the 
house 
8. How m~ny ci.oul" l e-ended , a~mbl0-~laried. 
b1iveA are here? 
9. A kind of stone from which a flute is 
made 
11. Animals whose blubber is eaten by the 
Northwest Indians 
13. Part of a basket made by Tlingits and 
Haidas and sewed with roots of a 
spruce tree. 
16. A type of person from whom beads were 
obtained to make a necklace 
17. A kind of tree whose roots are used in 
making baskets 
18. Halibut belong to this faroily of 
animals. 
Down 
2. An eye is painted on one; it is used 
fo~ · serving ' food. 
3. Opposite of hard. Describes certain kind 
of stone wnen first quarried by the 
Haida Indians 
4. First 3 letters in a word meaning charm 
b. The Northwest ·Indians use this instead 
of butter 
7. A kind of bird sometimes carved on a 
totem pole 
10. This promotes the well-being of its 
owner. 
12. These have totemic emblems on handles. 
13. Basket called 11checkerwork'1 is made from 
inner bark of this tree. 
14. The i'for t h.west lnn;:ms s ent for tbe 
st.anan vvl1en they felt l:Li<"A t his. 
15. Yellow dye used in Chilkat blanket is 
made from this. 
The Children 1 s Museum 
60 Burroughs Street 
Jamaica Plain 30, Mass. 
Grade IV and above - 43 
Nam~ --------------------------------------------G,rade ___ 
Address 
October 3 1 1?50 
The use of these materials i n an exhibit is highl y 
desi r a b l e because of their po-vrer to explain quic k l y and 
clear l y . They often r educ e t he nQmber of labels needed . 
Very often t hey form the focal point of the exhibit. Note 
in figur e 7 how pictures have been combined I.Jith ob j e cts to 
tell the s t ory of the Knight in the Middle Ages. 
Depending upon the nature of the e xhibit, it is ~:rise 
to strike a roug h balance be tTreen the use of graphic device s 
and orig inal specimens . Be cause orig inal specimens have a 
dramatic quality l ackin g in graphic devices , more of the 
former s hould be used, if possible , in any one exhibi t . 
Graphic devices should be chosen f or their power to 
tell a story dramatically and simply. Maps should be merely 
out lines (colored , if desired) with the sa l ient poin t s drawn 
upon them so that the eye g rasps imEediately their message . 
Illustrations ( photographs , cartoons , pdinting s , l ithographs, 
etc .) are used t o supply information which cannot be i ncorpo -
rated in t he exhibit b y means of original s pe cimens . They 
should be c hosen a ccording l y for the clarity with which they 
convey information . 
Almos t all the exhibits described in the following 
chapter make use of graphic devic e . 
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CHAPTER V 
ANALYSIS OF TYPICAL EXHIBITS 
4 school museum~ i n most ca s es , must operate on an 
' 
ext r eme l y modest budge t. This means that exhibits mus t be 
home mad e . But it does not mean , fortunately , that the 
exhibi t s are destined to be inferior in workmanship and 
design t o those in large public museums . 
The average public schoo l system contains a wea lth 
of skill and equipment that vould make many a municipal 
museum envious. It can drm·r upon the s cho l arship of teachers 
in almost every subject field who are qualified {and, we 
hope, vli lling ) to suggest the content and pass upon the 
acc urac y of exhibits . It has at least one art teacher \vho 
can a ss i st in making exhibits aesthetically pleasing . I t s 
many departments own a plethora of demonstration materials 
;;.;rh ich are often exhibits in themse l ves. Most junior a nd 
senior high schools have completely equipped wood and machine 
shops vri th skilled instructors in charge . Such shops are 
equippe d to produce everything fr om the most precise worki n g 
mo de ls to the largest exhibit cases . Many schools have 
printing shops in which professional titles , l abe l s , and 
pos ters can be turned out with ease . For the school systems 
,,ri th t e chnical high s chools theTe is almost no· limit t o the 
va rie t y and perfection of exhibits which can be cons t ructed . 
========-='-=-'=~===- --
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in Le t us not forget the students. As pointed out 
Chapt er II several existing school museums are almost 
entirely student administered. There is no reason that 
exhibits could not be assigned as projects to students in 
the art class ~ or that a modern history class could not have 
as its pro ject the construction of an exhibit on the United 
Nations . Model making is almost a passion among school boys. 
The author has seen~ in the school in which he teaches~ the 
most perfect model homes set in a surrounding of grass~ trees 
and even small ponds -- a ll constructed as part of a regular 
assignment in mechanical drafting. With the addition of a 
1 case~ prope r lighting~ and painted backdrop~ these models 
would make professional looking dioramas. 
This chapter represents an application of the general 
principles discussed in the two previous chapters to exhibits 
which the author has either constructed or whose construction 
he ha s studied in the actual museum situation. Relatively 
fell difficulties of construction should be encountered in the 
school systmns possessing the skills and equipment described 
above . 
This chapter has two purpose s: 1) to acquaint the 
reader with the more common construction techniques used in 
museum exhibit preparation ~ 2) by describing in detail actual 
exhibits ~ to suggest the many other kinds of exhibits a small 
museum might employ . 
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Each exhibit is described under four headings: l) 
description~ 2) purpose~ 3) organization~ 4) construction • 
. Headings 2, 3, and 4 correspond to the general principles 
described in Chapter 3, pages 16-25. 
TERRAIN MODEL 
Desc ription. A terrain model of the Walden Pond 
region in Concord, Massachusetts~ showing the places associ-
1ated with Henry Thoreau, Ralph W. Emerson~ Louisa May Alcott ~ 
and Nathanie l Hawthorne. 
Purpose. Social (see pagel8). No other town in 
America has produced so many famous authors as Concord~ 
Massachusetts . A terrain model of this region, including 
I Wa lden Pond ~ site of Thoreau's experiment in social living~ 
las it existed during the era of these authors~ would assist 
I 
!the English teacher in visualizing for the students the 
I' 
geography of the region which was in itself an inspiration 
to these authors. Such a terrain model, together with mounted 
photos of Concord and the homes of the authors, maps and 
facsimile manuscripts, would be an exhibit of lasting value 
to English teachers. 
Organization . Geographic (see page 23 ) • 
Construction . The first step in constructing any 
terrain model is to secure an accurate topographic map of the 
region to be modelled . Topographic maps of almost any area in 
.bost.on .. ~!_1) leY's Hy 
s~~ol. o.t ~aea)J.OJJ 
-.._ J.l Jre.ry / 
5:1 
the United States can be secured at small cost from the 
Supe r intendant of Documents ~ Hashington ~ D. C . , or from some 
l ocal bookstores . 
All topographic maps have a scale which is usua lly 
repre s ented a s a fraction. The map of the Concord Quadrangle 
has a scale of 1/31680. This means that one inch on the map 
equals 3 1680 inches on the ground , or one inch equals one 
half mi le . 
Topographic maps also indicate elevation by contou r 
l ine s . Contour lines are usually light brown in color and 
repre s ent a constant distance a bove mean sea l evel . The map 
of the Concord Quadrangle has a contour interval of ten feet . 
This means that the vertical distance on the ground repre-
s ented by adjacent contour lines on the map is ten feet. In 
other words ~ there is one line which represents an elevation 
of 300 f eet . Running inside this line is another contour 
line indicating an elevation of 310 fe e t . Still another l ine 
represents an elevation of 320 feet , and so forth. 
A careful study of the scale and contour interval of 
a map is essential before starting the model. The mode l 
maker must decide upon a scale and contour interval \vhich 
will bes t s u it the purposes of the model . Let us see how 
this applie s to the construction of a model of the Walden 
Pond - Town of Concord region . 
A study of the topographic map of the Concord 
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Quadrang l e r eveals the following important facts: 
1. The scale of the map is 1/ 31680. 
2 . The contour interval is ten feet. 
3. The section of the map which includes 
Walden Pond and the town of Concord 
measures approximately 6 11 x 7 11 • 
The last fact (3) makes it immediately apparent that 
the scale of this map is too small to permit detail on the 
model. Va lden Pond, for example , is only one inch long . If 
this -vre r e not enough to prove that the scale is too small , 
examine the important matter of elevation. A terrain model 
should show quite clearly differences in elevation . The 
101-rest point on the section of map we 1vish to mode l is 
indicated by a contour line of 110 feet . The top of the 
highest hill has an elevation of 320 feet. The difference 
between the lowest and highest point is, therefore, 210 
f eet . How many inches on the map represents 210 feet? The 
scale i ndicates that one inch on the map equals 31680 inches 
on the g round . 210 feet equals 2520 inches. Dividing 2520 
b y 31680 we find that an elevation of 210 feet is represented 
b y a mere . 08 inches. Obviously such a small distance on the 
model between the highest and lowest points would be scarcely 
noticeable . The model would appear almost flat. To provide 
a ifO rkable scale the map must be enlarged . 
Unless the area to be covered by the map is exception-
ally large , it is advisable to construct the model with a 
~ --= .=.:: ..::::=--
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scale of about 1/12,000 . This is large enough to permit 
detail, but not so large as to make the model cumbersome. 
Furthermore, a contour interval of fifty feet is all that is 
necessary. A smaller contour interval only means extra 1vork 
in cutting ou t the contour templates and does not contribute 
materially t o the accuracy of the model . 
There are three methods of enlarging the map to a 
desirable scale of approximately 1/ 12}000 . They are 
described in the order vrhicb the author has found easiest. 
1. Enlargement by opaque projector . If you have 
access to this type of projector , by all means use it. It 
is a simple matter to insert the segment of the map you wish 
to enlarge into the carrier and to flash it onto a piece of 
paper attached to the wall . As with all three methods of 
enlargement the following features should be copied from the 
map: contour lines (if the contour interval is ten feet, 
copy every fifth contour line ) , bodies of vrater , and man -
made features, if they suit the purpose of the model. 
2 . Enlargement by pantograph. A pantograph i s a 
mechanical enlarging device commonly used by draftsmen and 
artists. They can be purchased inexpensively at any art 
supply store. 
3 . Enlargement by grid system. This method is simple 
but tedious. The map is blocked off into squares of one 
quarter inch. On another piece of paper similar squares are 
54: 
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ruled off in larger dimensions which , taken together, equa l 
the dimens ions of the desired enlargement. The two sets of 
squares form .reference points which make it simple to 
reproduce the contour lines on a larger scale within the 
separate squares. 
Enlarging the map of the Concord quadrangle three 
times would give it a scale of 1/10560 . This scale is an 
,excellent one fo r working purposes. However , at this scale 
the highest elevation would be . 24 inches. This is still 
too small to show contour features graphically. Rather than 
enlarge the map further, resulting in a cumbersome mode l, 
it is suggested that the model maker use ':vertical exagger-
ation.11 This means simply that heights are exaggerated 
uniformly over the mode l. The author found that exaggerating 
the contour intervals of the Concord quadrangle four times 
resulted in a satisfactory delineation of terrain differences! 
With this exaggeration , a contour interval of fifty feet is 
represented by approximately . 20 inches. 
Having enlarged the map to the new scale, the next 
step is to construct the contour intervals. These are cut 
out most easily from cardboard of the proper thickness. 
Cardboard about .20 inches thick can be found in the corru-
gated cartons used to transport hous~hold goods . Contour 
intervals of fifty feet are transferred to the cardboard by 
means of carbon paper. Each contour is cu t from the cardboard 
~=--====..:. =-- ---=- -== 
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1-T::i.th a penknife, then all contours are stacked in the proper 
po s ition and glued together. The result is a sturdy but 
lightweight base for the modelling material. 
After all contours have been cut and glued together, 
t he enlarged map carr be glued to a base of two or three ply 
plyvrood. The map acts as a reference point for the proper 
positioning of the contours, which should be glued to the 
base with a strong waterproof glue. Low sides around the 
base are essential. The author has found that laths such 
as those used in the construction of trellises are ideal. 
With all contours in place, the next step is to cover 
these contours with a modelling mixture so that a natural 
effect of rolling land will be obtained. This modelling 
mixture must have five qualities: 1) it must cling to smooth 
surfaces, 2) it must have a rough texture, 3) it must be 
pliable, 4) it must not harden too quickly, and 5) it must be 
light when dry to avoid making the model too heavy. The 
followi ng mixture possesses all five of these qualities. 
'' 1 Pint sawdust 
3/4 pint plaster 
1/2 pint school library paste 
3 drops of LePage's glue 
Dissolve paste in water to thin slightly. 
Add glue; add plaster; add sawdust; knead 
to consistency of tough dough" l/ 
The final step is to give the model the texture and 
l/How to Build Terrain Models, Washington, D. C., U. S. 
Government Printing Office, 194o;-p. 20 
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color of vegetation and to add any necessary details. Too 
many model makers commit the error of painting the contours 
g reen to indicate vegetation and blue to indicate bodies 
of water. The effect is artificial and unpleasing. It wj_ll 
help if t his final and important step is approached vri th the 
fee ling t hat one is viewing the land from an airplane. At 
a scale of 1/10560 forests have a rough texture, but indi-
vidual trees do not stand out. Their color is bluish-green 
with intermixed browns. Fields of grass appear almost smooth 
and have a light green color. "\>later is, of course, perfectly 
smooth ( g lossy) and is usually a neutral gray color. 
I 
I Texture and color can be reproduced by a wide variety 
of ma t erials which the individual model maker will have to 
d e c i de i s best. Sand, dirt, sawdust, dried coffee grounds, 
c o l ored sands such as those used by florists - these are 
mere l y a few of the textural materials. The author has found 
that a mixture of the greenish-blue sawdust used to settle 
dust in sweeping floors, mixed with coffee grounds, gives a 
realistic effect of forests. This colored sawdust f i nely 
sifted and used alone can be used for grasslands. The sift-
ing s of t h e uncolored sawdust appear as fields of wheat. 
Real i st i c roads can be made from fine sand or dirt. All this 
materi al is attached t o the model by sprinkling it onto a 
t hin coating of wood glue, such as Le Page•s. 
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DIORAMA 
Description. A diorama of a prehistoric cave dwelling, 
viewed from the apparent interior of the cave toward the cave 
opening . To the left a prehistoric man stands painting 
animals upon the wall of the cave. In the center a woman 
kneels preparing food with rock utensils. Through the cave 
opening can be seen a painted backdrop of vegetation and 
dis t ant mountains. See figure 3. 
Purpose. Social (see page 18). The remains of pre-
his toric civilizations are understandably few. Therefore it 
is difficult for children (and adults) to visualize the 
a ppear ance and way of lif e of our primitive ancestors. And 
y e t a c onception of these thing s is one of the justifiable 
aims of any general history course. A diorama such as the 
one described above could do more than any other single type 
of visual aid to make the study of early history meaningful. 
Be ca use of its three - dimensional nature it has a degree of 
r ealism lacking in other aids. It is distinctly dramatic 
and appealing . It could be used alone or, as at The Children's 
Mu seum, as a companion to a diorama of common prehistoric 
animals. See chapter 3, page 21 for a more complete dis-
cussion of the educative value of dioramas. 
Organization. Evolutionary (see page · 23 ). While the 
diorama does not show actual change, its purpose is to show 
"-==- a s..ta@ ~n- t he __ e :v:o_1.utian Qf_ manki 
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FIGURE 3 
Construction. A workable scale is the first element 
to consider in constructing a diorama. Scale is dependent 
\mainly upon two factors: 1) the purpose of the diorama, [ 
,le. g. is it to show recognizable human beings in detail or 
is it to portray a general scene where individual identity 
or detail is not essential? 2) the space in the museum 
which can be allotted to 
!involves a consideration 
this diorama. The last factor 
of the diorama•s worth as compared 
!Ito other exhibits. 
Where details of clothing, tools and weapons are 
!essential (as they are in the exhibit being described), a 
scale of 1-~ inches equalling 1 foot is excellent. 
Once the scale has been decided upon, the next step is 
plan and construct a housing of some sort for the diorama. II 
Burns describes and illustrates a type of case which is 
!~lmost standard in museums today. Details are shown in 
.I 
igure ~. • He describes it as follows: 
1
'The size of the shadow box (or aperture) 
varies with the size of the case, its edges 
usually being about 15 inches from each side 
of the case. Thus a case 6 feet wide would 
have an aperture about 42 inches wide and 
·36 inches high, while in a smaller diorama . 
the dimensions would be correspondingly less. 
The horizontal center line of the shadow box 
always remains constant at the average eye level 
of 5 feet from the floor and the glass in the 
shadow box is always slanted inward at the 
bottom to eliminate reflections. A 4 inch 
slant is usual on a 3 foot height. Fluores-
cent lighting is more efficient and satisfactory 
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than ordinary filament lamps in most instances. 
The diorama case is supported on a strong, rigid 
framework usually built of lumber 2 inches thick 
and from 2 inches to 6 inches wide. The case 
contains a curved galvanized-iron background on 
vrhich is painted a projection of the three-
dimensional scene depicted in the foreground. 
The wall of the exhibit room should be furred 
out, preferably from floor to ceiling, to 
conceal all the construction features and light-
ing equipment, allowing sufficient space between 
the back of the diorama case and the building 
wall for adjustments and access to the lighting 
unit. 11 y 
All but one of the specifications given above are 
applicable to a children 1 s museum. The horizontal center 
line of the shadow box should be 4 feet from the floor, 
rather than 5 feet. Remember, a large child can stoop 
slightly to see an exhibit, but a small child may find that 
an exhibit is out of reach of even his tiptoe height. 
A modification in lighting is necessary for the cave-
man diorama being described here. Normally, the lighting of 
a diorama should be as described by Burns, so as to duplicat e 
insof ar as possible the qualities of natural daylight. How-
ever , in the cave man diorama it must be remembered that the 
l ight i ng in the cave is extremely dim, the only source of 
illumination being the t orch burning in the wall holder which 
is beside the man. Aside from this light, which is nothing 
more than a small, wired bulb such as those used in flash-
2/Ned J. Burns, Field Manual for Museums, Washington, 
D. C.~ U. S. Government Printing Office, 1941, pp. 75-77 
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FIGURE 4 
A typical diorama case and supports 
I 
' 
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lights, t he diorama is completely illuminated by the normal 
room lig hts only. This sets up a sharp contrast between 
the gloomy interior of the cave and the brightly lighted 
scene viewed through the entrance of the cave. The lighting 
for this painted backdrop is done as shown in Figure 4 
Fewer lights~ of course 3 are used (one is enough) because the 
area to be lighted is small. 
I•1an;y- materials can be used in the construction of the 
actual diorama. Much depends upon the medium preferred by 
' the individual preparator. Papier-mache, plaster of pari's, 
sawdust and glue mixtures, clay, glass 3 composition board -
these are merely a few of the materials. The author will 
suggest those with which he is most familiar. 
In this diorama, all substances resembling stone or 
earth have a plaster of paris base. Plaster of paris is a 
relatively brittle substance when hardened, so it must have 
a support which will prevent its cracking and which will 
also act as a base to which the plaster will stick. Chicken 
wire is commonly used for this 3 but the author prefers the 
finer mesh and the greater strength of the structural wire 
used in place of wooden lathes in present day house construc-
tion. Any firm dealing in construction materials can supply 
this, or perhaps the small amount needed can be obtained from 
a nearby housing project. This mesh should be cut and molded 
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to form the approxLffiate contours of the cave. Its base may 
be imbedded in plaster, which is spread upon the groundwork 
tray pi~tured in figure 4 . The top and sides may be 
attached to the front of the case with suitable tacks or 
nails. 
Construction plaster of a medium fine grade is best 
for this diorama. Instructions for the mixing of specific 
brands of plaster generally come on the bag, but the usual 
method is to sift the plaster into a pan of water equal to 
the volume of the plaster desired until the plaster absorbs 
almost all the water. It is then mixed slowly, preferably 
-vrith the hands, making sure it is smooth and free from air 
, bubbles. Since plaster of paris dries quickly, it is 
essent i al that the whole cave be plastered at once. Laying 
I 
on of the plaster upon the wire frame'\vork can be done vri th 
any small utensil such as a spoon or spatula. A perfectly 
, smooth finish is not desired since the surface should be 
' roughened to resemble the irregularities of rock formation. 
Before painting the plaster in natural colors, it is 
necessary to cover it with a special type of undercoat '\vhich 
.vrill more readily hold the oil paints. This coating, called 
"sizing " , is sold in any hardware store under various trade 
names. It is brushed on like paint. 
A good quality oil paint in a matte or flat finish is 
best for painting the plaster so that it will resemble rock • 
' 64 
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It is as impossible to tell what colors to use here as it 
vmuld be to tell an artist what colors to use in painting., 
say, water . Water, of course, is basicly blue, while rock 
is basicly gray. The shadings of each, however, must 
develop from the skill and color sense of the artist. A 
study of the colors of rock formations is recommended before 
the plaster is painted. It is strongly suggested that 
someone 1-ri th artistic ability be given the job. An amateur 
could easily turn out an artificial, altogether ugly mess. 
It would be unfortunate to ruin as difficult a project as 
t his by careless painting . The value of a diorama, after 
all, lies in the effect it creates of a miniature segment 
of reality . 
The floor of the cave is rock and is painted similarly. 
Be sure., however , to blacken the area around the fire. An 
effect of glmving embers in the fire is obtained by first 
painting the ends of the tiny logs with a red metallic paint. 
After t h i s dries, glue is painted irregularly over the red., 
and then the ends of the sticks are dipped into lampblack. 
Part of the red metallic paint shows through, and the light 
coming from the cave entrance shines upon it and gives a 
remarkably realistic effect of burning coals. 
Boulders are nothing more than small stones of the 
proper size, shape and texture. The tusks leaning against 
the vall to the right are carved from wood, sandpapered 
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smoothJ and painted with a semi-gloss ivory finish. 
The final task, and the most difficult one, is model-
ling the figures of the man and woman. If possible, have 
someone do this job who is skilled in the modelling of such 
' figures. It is not a job for an amateur - that is, if 
fairly realis tic models are desired. The Children's Museum 
of Jamaica Plain , though it has a full time staff for the 
preparation of exhibits, turns the task of model making over 
to a man who specializes in this work. 
For those 1vho cannot afford to have models made, or 
for those who have sufficient patience and skill to try it, 
the technique is described here. 
White beeswax is most commonly used as a medium for 
figurines because a) it can be colored easily by adding 
powdered pigments to the melted wax, b) it is flexible; 
figures can be bent to any desired position) c) it will last 
indefinitely without any chemical change, d) wax, of all 
casting materials, most nearly resembles the texture of 
human flesh . 
The process of modelling consists of building up the 
figure with bits of beeswax upon a framework of flexible wire. 
Art stores often sell such wire frameworks (called 11armatures 11 ) 
ready-made. If one of suitable scale can be foundJ it 1fill 
simplify the task considerably. If not, the first step is to 
cut a base board, approximately 8 inches by 8 inches, from 
-= ---- - -- _.=-= --=-= : 
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pine or basswood. This is shellacked so that the wax will 
not adhere to it. Two holes, about one inch apart, are 
drilled in the center of the board to take the wire legs of 
the f ramework. The wire used should be flexible enough to 
be b en t easily, yet rigid enough to stand up under the 
pressure of modelling. The framework is constructed in the 
manner of the match stick figures drawn by young children. 
Care must be taken to assure that the proportions of the 
figure are natural. The average adult figure has a leng th 
i corres ponding to seven heads. The distance from the neck ,, 
to the hip joints is approximately three heads. For more 
precise and complete dimensions, the author recommends an 
artists handbook of anatomy, which would be invaluable not 
only for constructing the framework, but also for molding 
the figure. The completed wire framework should indicate 
roughly the following body structures: head, neck, shoulders,, 
I 
spine, hips, and legs. The points where pieces of wire join 
should be strengthened by twisting the wire together, then 
by putting a drop of solder on this junction. See figure 5 
I 
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FIGURE 5 
v.fhen the framework has been completed, it is bent 
roughly to the desired position (minor adjustments can be 
made later after the wax has been applied). To supply a base 
for the wax to stick to, the framework is wrapped with tvro 
or three thicknesses of gauze strips saturated with melted 
bee swax . The head should be rounded out with several layers 
of gauze. 
Modelling of the figure is done by flattening small 
b its of vrax bet-vreen thumb and forefinger, then pressing these 
pi ec e s on t o the figure. Emphasis at this stage is upon large 
bo dy masse s, not details. At least one layer of wax-soaked 
gauze should be wrapped around the figure to give it strength. 
The final step is to smooth the figure by rubbing it with the 
fingers. Head details (ears, eyes, nose, mouth) must be 
carved out carefully with a fine penknife or modelling tool. 
·===-=i!==;t===== ~~==~============-==~===-~---- = 
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Any crevices in the model can be smoothed out with melted 
wax. 
Next~ paint in details of eyes and mouth, using colors 
which are subdued. Nothing is more distracting and unreal 
: than a carmine lipstick effect on a Pre-Neanderthal man. 
Hair can be improvised from any material suitable to the 
scale of the model. Human or canine hair is quite acceptable. 
This should be glued to the model carefully, each strand 
hanging naturally. After it is secured to the model it can 
be trimmed and lightly combed. 
The clothing of the models in the cave scene presents 
no problem since it is simple and brief. Dark buckskin, 
smudged lightly with lampblack and roughened to give the 
appearance of being worn, can easily be cut and fitted to the 
model. 
The final step is to secure the models to the cave 
'
1floor. This can be done by imbedding the wires of the frame-
work into the plaster base. This is better than gluing them 
to the base, since any glue is apt to dry and crack with age. 
The backdrop (i.e. the scene viewed through the mouth 
of the cave) can be painted in oils (thinned with turpentine 
to avoid gloss ) on a slightly curved sheet of zinc. Since 
the scene is a distant one, details should not be sharp, and 
the effect of atmospheric haze should be secured by a liberal 
-=*-
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use of blue. With careful painting, the final effec t can be 
startlingly realistic. 
BREAD EXHIBIT 
Description. A collection of fifteen kinds of bread 
representing as many foreign countries. See figure 6. 
Purpose. Economic and social. See page17 While 
'' the manufacture of bread may have economic implications~ this l 
ll exhibi t is classified as economic and social in purpose since ; 
it shows both objects needed by man to live and also one 
aspect of the way of life of different foreign nations. 
The differences in size~ shape~ and texture of these 
1 various types of bread are great. Yet the exhibit teaches 
I 
, a principle of unity, for the title label proclaims, )[Almost 
1 
everyone in the -vrorld likes to eat bread." For this reason 
the exhibit is an effective one~ for younger children es-
pecially, for teaching united world cooperation. 
Th e exhibit is also strong in general appeal. To 
children of Anglo-Saxon descent, accustomed to highly refined~ 
vitami n-filled bread, the sight of this common staple ranging 
in size and shape from a cartwheel to a triangular shortbread 
is a never ending source of wonderment. The author can vouch 
for the attention-attracting qualities of this exhibit. For 
some time it was a focal point of interest a t the Children's 
Muse um. 
7 0 
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FIGURE 6 
I 
Organization. This exhibit is organized around a 
classification of similar objects (see page 23 ). 
Construction. There is no problem of construction to 
j this 
II 
exhibit. All that is needed is the bread and an exhibit • 
case. The bread can be obtained readily from any bakery 
specializing in foreign pasteries, or from a large specialty 
'I grocery store catering to foreign groups. The bread can be 
•I 
I 
preserved by coating it with a layer of clear shellac, taking !! 
1
1 care that no spots are left uncovered. This process vrill I 
guarantee an unchanged appearance for about two months, pro-
1 viding the atmosphere is not extremely humid. A drying agent 
i in the case will further insure the freshness of the bread. 
' The wording of the title label is given above. To 
Jthe left center and above the last row of bread is an over 
1
1all explanatory label for the exhibit, worded as follows: 
"Hheat, the king of grains , was first made 
into bread by the ancient Egyptians. The 
Romans learned how to grow wheat and to bake 
bread from the Egyptians and spread this 
knowledge throughout their empire. Thus in 
England, Spain, Italy, France and Greece white 
bread made from wheat flour is eaten." 
Each kind of bread has a label which is headed by the 
~ountry•s name for its bread, followed by the name of the 
1 country. Thus: ''Pana-Italy 11 , 11 Brodt-Germany 11 , etc. The 
I labels go on to explain any interesting facts about ingredi-
ents, methods of baking, customs of eating, and history. 
I 
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As can be seen in the picture {figure 6 ) the exhibit 
is given added visual appeal with two colored prints shovring 
old baking processes. Similar prints (Kodachrome reproduc-
tion~ perhaps) could be obtained from contemporary editions 
of the National Geographic. 
EXHIBIT OF MEDIEVAL ARMOR 
Description. An exhibit showing the following 
articles associated with knights of the sixteenth century: 
! hauberk~ helmet, Shield, Spear, mace, and miniature SUitS Of I 
1 armor. See figure 7 
Purpose. Social {See page 18 ) There was a time when 
, every red-blooded youth was entranced by the legends of King 
Arthur and his court. Outdoor games revolved around bloody 
I 
battles of wooden sword against orange crate shield. 
11Tourneys 11 and 11 joists 11 were an important part of a child's 
vocabulary. 
Today the stern visage of King Arthur and his coat of 
mail has been replaced in the hearts of children with the 
benign, silver-haired countenance of Hopalong Cassidy. 
Such a shift of ideals is accompanied-by a correspond- ' 
ing ignorance of medieval history and customs. Whether such 
ignorance is socially significant or not is a moot point. 
Hmv-ever ~ many history teachers will agree that a study of the 
medieval period is an important part of a child's learning. 
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Hmv can this exhibit be used? The social studies 
teacher will find it valuable motivation for a unit on 
medieval life . The English class studying Idylls of the 
King, Men of Iron , or any of the numerous stories about King 
Arthur and his court, can see for itself the curious weapons 
, and armor mentioned in such literature . Possibly a metal 
working class would be interested in studying the fine 
craftsmanship displayed in the coats of armor. An art 
teacher would find it a real challenge to his students to 
1 reproduce the range of monochromatic tones in the armor. 
Boys, especially, might find here inspiration for numerous 
, essays on ancient modes of warfare. 
I· 
While only one exhibit is described here, related 
exhibits could be constructed if so desired . A diorama, for 1 
' example, might show a feudal castle, with a jousting tourna-
ment underway in the courtyard . Girls would be interested 
in an exhibit featuring costumes worn by the ladies of the 
court. To offer a contrast with modern warfare, a display 
of present day equipment worn by a soldier in battle would be 
interesting. The possibilities for such exhibits are limited 
only by the ease of procuring suitable display material . 
Organization. The objects in this exhibit are organ-
ized on the basis of classification i . e . all the objects are 
of the same kind - implements of medieval warfare . 
I 
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Construction. There is no problem of construction~ 
as the picture (figure 7 ) shows. There is the problem~ 
however, of acquiring the various objects, which are under-
II 
standably rare and valuable. 
large city museum might be willing to loan the materials. 
If all other sources fail, a 
II 
Museums commonly exchange objects~ so no one should feel 
reticent about asking. Usually the museum receiving the 
loan must make all arrangements for insuring the articles. 
Thi~ exhibit was chosen~ not because it offered 
IJ common problems of construction, but because it illustrates 
many of the principles of composition described in Chapter 
II 
4, pages 28-48 • . 
II One of the most outstanding qualities of the exhibit 
I 
,I is that of balance. The shield on the left is balanced by 
• the coat of mail on t~e right. Notice that they are not at 
II the same horizontal level. The coat or mail is slightly 
lower so as to avoid the· static quality of exact balance. 
I 
I 
The strong diagonal line of the spear gives a psychological 
impression of motion to an otherwise static exhibit. It is 
II placed slightly off the diagonal line of the case, once 
I again in order to avoid the monotony of exact balance. 
I The triangular space to the left of the spear is 
I larger than the space to the right. To overcome this lack 
of balance the base of the triangle on the right is given 
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solidity with the addition of the two model knights dressed 
in armor. Notice that the height of these models follows 
, the direction of the spear. 
I 
Since graphic material appears 11 lighter 11 than solid 
objects~ more of this material can be placed on the left of 
the spear vrithout causing a lack of balance. The title 
label for the case appears at the upper left~ the position 
at which the normal eye begins to read. A line traced 
t hrough t he labels reveals that the labels are placed on a 
rough S curve~ which, as was discussed previously, is a 
sound compositional line. 
Al t oge t her, the exhibit appears balanced without being 
obviously balanced. Such an effect is very much to be 
desired. 
HABITAT GROUP - WINTER BIRDS 
Description. A group of birds, common to Ne1v England ·• 
1
' in the -vr,intertime, is shO'tm feeding at the '\vindow of a home 
and rest i ng in a small spruce tree just outside the window. 
See Figure 8. 
Purpose. Scientific and Social (see page 18 ). No 
museum for young people is complete without a habitat group 
of birds. Bird study is valuable for several reasons. It 
teaches the young child t o love and understand nature. It 
sharpens t he powers of observation. It teaches him no t only 
==-=====-- =· ======== 
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something about the birds but also something of their habi-
tats - the swamps, meadows, woodlands, and seacoast. The 
range of interests that the study of birds evokes is almost 
1 
endless. 
II But why bother to build a habitat group? 1tJ"hy not 
show the birds as study skins, or as stuffed creatures 
I mounted on a pedestal? The answers are somewhat obvious. 
'"' ~ First, the aim of all museum instruction is to relate objects 
to the surroundings of which they are a part. A study skin 
a mounted bird is valuable for the detailed examination 
feathers, colors, and general body structure, but it gives 
clue to the appearance and habits of the bird in natural I 
I' surroundings - the condition under which he is actually seen. 
ll second, the author has seen children actually repelled by 
li the sight of a stuffed bird or skin. Its complete lifeless-
ness is abhorent to many children and causes them to reject 
!bird study as being cruel. Such sensitivity to the beauty 
lof living things is not to be discouraged. Third, an attrac- , 
tive habitat group appeals and is of profit not only to young 1 
I 
ornithologists, but also to the general museum visitor who 
I 
would refuse to look at stuffed birds on a shelf. A skill-
ll fully arranged habitat group, well lighted and placed in a 
commanding position, is often the focal point of a child's 
I museum. 
Organization. Geographical: (see page 23 ). 
II 
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Construction . The type of case available will deter-
' mine the method of building the wall and window of the house. 
The case pictured in Figure 8 was custom made with no back, 
so the wall and window were built directly onto a wooden 
frame which wa~ mounted on the wall. A carpenter or wood-
working instructor could easily build a similar false wall. 
It is unnecessary to giv_e .construe tion details here since 
anyone skilled in woodworking could determine the details 
simply by looking at the picture. 
/ 
While the evergreen tree is attractive, the difficul-
ties of preserving it so that it will not lose its color and 
needles are great. Preservation involves the careful in-
jection of chemicals into the sapwood of the tree itself, and 
also the spraying of the tree with a special preservative 
solut ion. Once again, thi s is a job which should be entrusted 
to men trained in such methods. However, it .is not necessary 
to use an evergreen tree. A deciduous tree, cut during the 
winte r , needs no special preservation and is just as 
attractive. 
To secure the tree in a natural position, first note 
i t s habit of growth. If it has been bent by prevailing winds, 
do no t make the mistake of standing it perfectly vertical. 
Attaching the tree to the bottom of the case is a simple 
matter . A hole slightly smaller in diameter than the base of 
the tree is drilled in a block of wood which has been fastened 
'==== -==== --- - ======= ============-=-= 
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(vrith nails or angle braces) to the bottom of the case. The 
butt of the tree is shaved so that it fits with difficulty 
into thi s hole. Since the tree is of necessity a small one, 
no other support should be necessary. 
I 
I 
/1 
The addition of a small bush adds to the naturalness II 
of the scene. It is affixed to the bottom of the case in a 
similar manner. 
To conserve the medium used as snow, drifts are first 
built up with any suitable fill. A chicken wire framework 
covered with burlap could be used. The pliability of the 
wire allows it to be bent into natural mounds. Care must be 
taken to conceal this framework at the front edge of the 
g lass. 
The most natural type of '' snow' ' is that used by 
window. decorators in department stores. It is a plastic 
substance \vhich is not flammable and which will not change 
color. Any unstable substance, such as powdered soap, should 
no t be used. The plastic snow can be purchased or even 
"borrowed " from a neighborhood store. 
The effect of snow on branches can be secured by 
attaching tufts of cotton batten with glue to the tree and 
then pouring melted paraffin over them. The results are 
startlingly realistic. 
Many chemical substances applied to glass give the 
effect of frost. The author has found that a strong solution 
~/=====-~,=======~====~========================================= 
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of photographic acid fixing bath~ or hypo~ spread on the 
g l ass crystallizes into natural frost patterns. 
Since taxidermy is a specialty in itself, it is 
assumed that stuffed birds are available. These birds are 
attached to the tree and feeders with fine wire. The birds 
on the g round can be left mounted on their bases, which are 
concealed with snow. It is important to secure birds in a 
variety of positions which are in keeping with their place-
ment in the habitat group. The ground birds, for example, 
should be pecking for food. 
Once the habitat group has been completed, it is 
nec e ssary to provide a guide of some sort to the various 
birds in the group and to their habits. One method, used 
by the Children 1 s Museum, is to paint the different birds, 
1 in their natural colors and in the positions in which they 
appear in the group, on a chart mounted to the side of the 
case. Beside each painting of the bird is a brief descrip-
tion of its habits and characteristics. The advantages of 
such a chart are great. Even a small child can quickly pick 
out the picture of the bird he is attempting to identify. 
Final ly~ lighting of the group should be as shadowless 
as possible , and very bright. Neon lighting is desirable 
since it has the bluish cast of daylight. The lights should 
be mounted at the top of the case. 
---- ---=-- -=.._--=. 
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PENDULUM PATTERNS 
/ 
Description. A pendulum containing fine white sand 
traces upon a black table top the patterns which illustrate 
simple harmonic motion. See figure 9 
~ -- -- ------ ----------1 
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FIGURE 9 
Purpose. Scientific J,see page 18 ) • Simple harmonic 
motion is taught in almost all high school physics courses. 
This simple device illustrates the principle with dramatic 
simplicity . It is being used effectively as an exhibit at 
' The Museum of Science, Boston, Massachusetts. 
I' 
Organization. The patterns traced by the free-
II 
II swinging pendulum illustrate a natural process. 
Me t hod of Construction . Figure 9 illustrates the 
, simple construction of this teaching device . Dimensions can 
'I be altered to suit the space available. The hollow pendulum 
itself can be made in the school metalshop er ~Y any metal-
smith. The hole at the bottom should be just large enough 
to allow a fine trickle of sand to flow and to trace the 
1 pattern. Paint the top of the table with several coats of I 
I 
1flat black enamel. The whole exhibit can be lighted by a 
sing le spot in a ceiling fixture. 
A large display card (about 2 1 x 3 1 ) with bold letter-
ing ~ placed at the back and illuminated by the ceiling spot 
ac t s as a label. The text of the label could best be written 
by t he individual museum director, but here is the one used 
by t he Museum of Science: 
SAND PATTERN PENDULUM 
Simple Harmonic Motion 
Sand patterns, which anyone can make with this simple 
apparatus) are known as Lessajous figures after the French 
, experimenter who studied the principles of harmonic motion 
in 1847 us i ng a pendulum Slmilar to this one. 
To Make Lessajous Figures 
Brush the sand off the table and fill the bucket with 
,t he scoop. Hold your finger over the hole in the bottom to 
kee p t he t able clear until you are ready to start. Bring 
t he bucket to either dot and then release. Do not push it. 
The pendulum will follow almost the same path over and over, 
leaving rhythmic patterns of sand. The slight changes in • 
pattern are due to friction and the effeqt of gravity on the 
1bucket. 
THE PRINCIPLE OF CONDUCTION 
Description. Mounted flush in a table top are t hree 
substanc e s which illustrate the phenomenon of heat conduction: 
a co pper plate, a block of granite, and a block of wood. 
Inserted into each of these substances is a thermometer show-
ing that the substances are all at room temperature. A large 
placard at the back of the exhibit explains the principle of 
conduction. 
Purpose. Scientific (see page 18 ). The principle of 
hea t conduction is one studied both in general science and in 
phy s i cs courses. This exhibit , illustrates dramatically the 
/ 
abilitie s of certain substances to conduct or insulate a ga i ns t 
heat . 
Or ganization. Conduction represents a natural process 
(see page 24 ). 
Me t hod of Construction. The three substances, copper, 
wood 3 and granite, each with the same surface area, are 
plac e d on top of a low table. Four sides to the table are 
bui l t up so that the tops of the sides are level with the 
t o p surfac e s of the three substances. Thermometers are 
inserted i nto the sides of the conducting agents so that the 
scales may be read by the museum visitor. Naturally, the 
surfaces of the substances should be exposed to touch, but 
the thermometers may be protected by covering them with glass. 
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' From above the exhibit appears thus : 
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'rhe labe l shoul d be plac ed behind the exhibit and 
spotlighted . The text of the label foll ows : 
WHICH IS THE COLDEST BLOCK? 
The Princ iple of Conduction 
I . Place your hand on each of these blocks and make a 
guess as to their relative temperature. 
The copper feels ncoldn only because it takes heat 
a-vray from your hand . Your warm hand cannot take c o],d from 
the copper. The three blocks are all at room t emperature 
but they vary considerably in their abi l ity to conduct heat . 
Wo od is a good insulator because it is a poor conductor. 
Copper is one of the best conductors known, while granite 
falls between these two in conductive powers. 
Heat is a form of energy and can therefore be trans-
mitted . 11 Cold '' is mere l y the absence of heat. 
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POTTERY MAKING AS A HOBBY 
Description: A section of one room, or perhaps an 
entire small room, is set aside for this exhibit. The focal 
point is the demonstration corner where students shape 
pottery by hand. Placed at various spots about the room are 
parts of the same exhibit showing samples of finished pottery 
made by students, the ingredients used in the clay and a 
demonstration of their mixing, various types of glazes and 
1 their ingredients, early examples of typical American brown-
stone pottery, and finally an operating electric kiln. 
Purnose: Aesthetic (see page 1 7). There is evidence 
that even before the dawn of history pottery making was an 
advanced art. Then and now the fashioning of clay utensils 
has stemmed from economic necessity, but in recent years, 
with the perfection of low cost electric kilns that can be 
used in the home, pottery making has become a thriving hobby 
in this country. Professional potteries in most cities set 
aside a portion of their kilns for the firing of amateur 
pottery, and there are some which ¥rill even glaze and finish 
the 1mrk of those lacking such facilities. It has become a 
hobby 1-rhich in the truest sense of the word is an art, 
demanding a keen understanding of form and color. 
Many schools teach pottery making as part of their 
art program, generally in the high school. It is quite 
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impossible, however, Qnless the school system has a large 
budget for the purchase of the many tools required, to 
reach all those students who might be interested in pottery 
vlOI'k as a hobby. Since one of the objectives of education 
is to promote worthwhile leisure activities, it would seem 
that a pottery making exhibitJ perhaps as part of a series 
of exhibits devoted to hobbies, would be a valuable project 
for the school museum. 
If the school already has a pottery class in its 
program, the students should play an important part in t he 
p l anning and maintenance of the exhibit. The value of such 
an experience is readily apparent. By opening the exhibit 
to the public the school can also enhance its comr~unity 
public relations program, and at the same time stimulate 
interest in the pottery making craft among adults. 
Organization: Process_, mechanical. (see page 24) 
Construction: The amount of space available determines 
the whole character of this exhibit. The author assumes, for 
the purpose of this study_, that a space approximating the 
size of a classroom holding thirty students can be obtained. 
• This does not mean, however, that a very effective exhibit 
could not be set up in a smaller area. It would simply 
demand a modification of the following plan. 
Wha t would a comprehensive exhibit of pottery making 
contain? The author considers the follo\ving items to be 
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necessary and has arranged them in what he considers to be a 
roughly decreasing order of importance, (keeping in mind the 
purpose of the exhibit - the encouragement of a hobby within 
the means of all). 
1. A tab le where the following operations are demon-
strated by students: a) the preparation of clay for modeling 
(called 11 Wedging 11 , which involves the manipulation of clay 
until it has attained a workable and bubble free consistancy); 
b) the hand building of pottery by the coil method; c) the 
rolling out of clay slabs and the consequent shaping of 
pottery by the sticking~ method (i.e. a construction method 
for flat-sided pottery by ~orhich the parts of a pottery vase , 
lfor example, are cut from a flat slab of clay and then joined 
with a watery clay substance called slip to form the finished 
product) ; d) the forming of appendages, such as spouts or 
knobs, and their attachment. 
2 . A display of finished samples of pottery made by 
the coil and slab method. 
3 . A demonstration of the application of g lazes to 
pottery. Glazing is simply the process of covering the body 
of the 1,rare with a thin layer of g lass, which makes it 
impervious to liquids and which improves its appearance. 
4. A demonstration of the potters wheel. While the 
lvheel is a fascinating thing to watch and use it is generally 
too expensive for most hobbysists to purchase. It should be 
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included, however, since it represents the most skillful phase 
of t he potter 1 s art. 
5 . An electric kiln. 
6 . If space allows, a work table vrhere visitors to 
, the exhi bit can try their hand at making pottery by the 
s i mp l e coil and slab method. Once again, a student should 
take charg e of this activity. 
A typical layout for this exhibit is shown in 
figure 10 • 
Note the following features of this layout: l) the 
f u rre d vra ll (A) forces the visitor to follow a prescribed 
rout e through the exhibit . It also serves as a bulletin 
board fo r the presentation of graphic material related to 
the exhibit . Cut out plywood letters, spotlighted from the 
top of the opposite wall, serve as a title label. Avoid 
cluttering the wall with too much material. Enlarged photo-
,graphs of the steps in pottery making or reproductions of old 
prints showing earlier methods might serve as an interesting 
int roduction. 2) As the visitor approaches the shelves (C) 
he should be struck by the color and form of outstanding 
examp l e s of pottery ware. If samples or reproductions are 
ava i lable, one section of the case could be devoted to a 
display of the development of pottery in America. Once a gain 
remember that it is far better to present a few examples than 
to surfeit the visitor with solid rows of ware. 3) If 
-- -· --·- - - ------~ - ----
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possible~ case (B) should be lighted from within to attract 
attent i on to its display. It could contain examples of the 
following : tools used in making pottery, the ingredients 
used in g lazes, various powdered clays with explanation of 
t heir properties~ pyrometric cones used to measure tempera-
ture in the kiln~ etc . The demonstrators should call atten-
tion to this display as they describe their work. 4) The 
demonstration area (F) is the focal point of the exhibit. 
Note that ample standing room has been provided around the 
low ra i l ing that sets off this area. 5) A small electric 
kiln (K) would probably be used for mock demonstration only 
since the actual process of firing cannot be directly 
observed. It could contain examples of pottery on spiders as 
, they appear before firing. 6) The small closet (E) is 
necessary to store equipment and materials often used by the , 
demonstrators . 7) A work table (L), under the supervision of 
a student~ is provided for those visitors interested in try-
i n g to make simple pottery themse lves. Cheap carpenters 
la prons must be provided to protect clothing~ and a washroom 
shou ld be handy . Although it takes up considerable space, 
this work area provides the participation feature desirable 
in any exhibit. 
Key: 
J 
D 
L. 
11 £. 
c. 
A 
B 
FIGURE 10 
Floor Plan of the Pottery Exhibit 
A. furred wall containing title label, :pictures, 
and graphic explanatory material\ 
B. Display cases containing potter's tools and 
examples of fine pottery 
c. shelves displaying various types of pottery 
made by different methods 
D. display shelves 
E. storage space 
F. demonstration a rea surrounded by a r a iling 
G. demonstration table 
H. potter's wheel 
I. shelves to hold drying pottery 
J. clay storage chest and tool cabinet 
K. electric kiln 
L. spectators' work table 
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II 
SUGGESTIONS FOR FURTHER EXHIBITS 
Detailed instructions have been given above for the 
construction, labelling, and lighting of ,all the major types 
of exhibit s. It is hoped that these detailed examples will 
serve as construction guides for the following list of 
s ugge sted exhibits. 
This list is not intended to be comprehensive, nor 
does i t a t tempt to classify exhibits according to the subject 
fields i n which they might be most practical. Such a break-
dm·m i s b eyond the scope of this study. The author has, 
however, i ndicated whether the exhibits are most suitable for 
elementary or secondary school, and has suggested, by means 
of a check list, the type of construction, purpose, and 
organization most suitable for the particular exhibit 
described. 
The descriptions of the exhibits are brief and are 
me r e l y suggestive of what might be attempted. 
I t is hoped that the list will be helpful to the 
museum d i rector vlho is just starting to build a collection 
of exhibits . The author emphasizes again the value of con-
sulting teachers regarding their needs and the practical 
necessity of cons tructing exhibits which appeal to a broad 
rang e of interests. 
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SUGGESTED EXHIBITS FOR 
ELEMENTARY SCHOOlS 
Description Class ification 
1. 
2. 
6. 
Model of an Indian 
village 
Display of tropical 
fish 
A Japanese doll 
festival 
Collection and pasteur-
ization of milk 
Products of the United 
Nations 
The life cycle of the 
frog 
7. Life in tidal pools 
8.. Birds of the seashore 
9. Nature's pump - the 
heart 
10. Indian weaving 
I Purpose 
X 
X 
X 
X 
X 
X 
X 
' x 
1 Con-jstfuc~ion 
1 
lx x 
X 
X 
' 
Jx 
X 
X 
Organ~. 
ization 
X 
X X 
I 
X 
xi 
I 
I X 
Jx 
X 
94. 
X 
Description 
~----­
- --
I 
11. Dress of school chil-
dren of many lands 
12. 
1). 
14. 
15. 
Camouflage in nature-
insects 
Methods of travel as 
seen in stamps 
Methods of seed disper-
sal 
Cooking in Colonial 
days 
16. Animals at an African 
water hole 
17. Toys of many lands 
18. How shoes are made 
19. 
20. 
21. 
2:2. 
23. 
Life in a drop of water 
Development of the auto 
How pottery is made 
The development of 
cooking utensils 
Classification 
Purpose 
x ' 
x ' 
X 
x l 
1 I 
I 
•X 
I 
X 
X 
X 
' X 
I 
X 
X 
! 
x ' 
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X 
X 
X 
:X: 
X 
I 
l :x: 
X 
I 
Holidays in different x x
1
1 I x : x I 
lands I ~===~=====~==========~~~~~~===bl ~~'=hd=*===== 
Description Classification 
24. Wildflowers of' t 
marshlands 
25. The Navaho india 
silversmiths 
he 
ns ... 
I 
I 
I 
I 
I 
' 
o · 
() ori 
ori I'H () 
+' ~ . 1! CD 
...d ~ 0 
+' Q) ' ~ (I) or-1 1 o ~ 0 0 (I) t£1 
- - f--
X 
X I 
I 
I 
r:t! 
rq! fa 
-M g () 
0 iS tl) 
I 
I 
I 
SUGGESTED EXHIBITS FOR 
SECONDARY SCHOOLS 
l. 
I 2. 
6. 
= 
How your school news:--·- . ·· -
paper is printed 
The types of gears 
How a steam engine 
operates 
The development of x 
stage architecture 
Cloud chamber 
How fine glassware is x 
made 
The importance of diet 
to the human body 
X 
I 
I 
i 
i 
I 
I 
I 
I 
I 
i 
g. 
I§ ~ 0 M C) ~ 
•r-l 0 
~ +' ori () +' 
+' M Q) r=l ori Q) M 
~ -g ...-I ~ 0 
::r: ;:.:: 0 !'.it 
l x 
I I 
I 
x lx I 
I I 
! lll 
Organ-
·zati J. on 
~ 
0 
•r-l 
() ~ 
ori () 
.d -M 
~ I'H ori 
~ Ill (I) 
0 r:t! 
Q) M 
C) 0 
X 
! ' I 
i '<l 
raJ 
a 
~ 
Q 
"' co (I) 
Q) 
() 
0 
6:! 
I 
I 
I 
I 
x , 
I 
() 
•r-l {ij 
.d () 
~ 
"' co 
10 
Q) 
() 
0 
6:! 
X 
X 
X 
X 
l x 
I 
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Description Classification 
. -
~ . 
------
~ 
-
.. 
- ! 
Purpose Con- I Organ-~truction ization 
I l I 
I :rat 
' I 10 I 
' 
I ~ · ~ ~ g 0 ::s I -5 1 ~ •rl ~ Q) 0 l9 s:: 0 ~ s:: s 0 ..-1 0 s:: ..-1 0 
,; ..-1 ~ 0 ..-1 0 .c: ..-1 .. !I ~ ..-1 1! CIS ~ ~ ..-1 ~ ~ 11.) ~ +> ~ gj 0 +> rn 11.) II ~ 0 .p r-i Q) ~ ~ rn Q) Q) II +> Q) 5 ..-1 J.o ..-1 Q) r-l ~ 0 (.) rn •rl 0 0 1a '0 r-1 ~ 0 0 0 ~ 0 0 .0 iS 0 0 ~ r-1 k k Cl) ril Cl) ::r:: ::0:: 0 Pi1 0 
I 8. How the Great Pyramid :X: X X X 
was probably con-
structed 
9. Growing plants without X X X 
I' soil I 
I 10. The etcher's art :X: X X 
11. Korean dress i X X X 
I ' 
12. The rabbit in winter X X X 
and smnmer 
1). .Magnetism X I I X X X 
l 
11,.. The development o:f X X X 
woodworking tools 
15. A diorama of the local I X X X 
conmunity as it existed I ! I during its early years I 16. Crosw section of a X l x X 
beaver dam I I 
17. Shakespeare's Globe :X: I I X :X: I I I I I theatre 
I 
I 18. A cotton processing mill :X: 1 I X ' X I 
' I 
19. Indian weapons used for X I X :x: l : hunting game I I 
I 
'· I i I I 
1120. 
22. 
Description 
The development of the 
American soldier's 
uniform 
How a dial telephone 
works 
Community life of the 
bees 
Rubber - from latex to 
finished product 
24. The hybriaization of 
corn 
25. The formation of coal 
Classification 
Purpose 
r--
1 ; 
I I 
I I 
I 
~ I 
I 
! 
X 
X I 
X 
I 
xi 
I 
I 
' x I 
I 
i 
I 
x i 
i 
I 
I 
I 
Con- j Organ-
struction ization 
I 
X X ' X 
i 
X 
X X 
X 
X 
X 
I I 
I I I l-1 
98 
X 
X 
X i 
I 
I ' 
CHAPTER VI 
SUMMARY 
A children •s · museum is different in many ways from an 1 
adult one . It has different objectives , types of collections, 
and activities. But the most noticeable difference is the 
1 
-rray in -rrhic:h it interprets objects to children. This problem 
of interpretation is a problem largely of exhibiting, for 
each time an object is placed in an exhibit it is interpreted. 
This study has concerned itself entirely with the techniques 
of interpretation, or exhibition. 
Planning. If exhibits are to teach effectively what 
they purport to teach, they must be planned carefully. What 
.are the major items to be considered and solved in an exhibit 
p lan? 
A . The sub ject should be closely defined with the 
purpose of giving it one strong, central idea. The subject 
area to which it will be of most value should also be 
recognized. 
B. One main purpose, s tated in terms of the learner, 
should be decided upon. As a guide to those unfamiliar with 
museum -vrork, the author has found that all exhibits can be 
c:lassified under four broad purposes: 
1. Aesthetic 
2. Economic 
99. 
3. Social 
4. Scientific 
C. A decision should be made as to the type of con-
struction which best suits the purpose of the exhibit. Many 
exhibits have no particular 11 construction'' ; they are merely 
collections of objects arranged in a purposeful manner. 
Hovrever, there are three types of cons t rue tion which fit the 
need s of certain exhibits: 
1. Diorama 
2 . Habitat group 
3. Model 
D . Having decided upon a purpose and a type of con-
struction, a method of organization must next be chosen. In 
other vm r ds, how is the exhibit to be tied together? All 
exhibits can fall under one of five major types of organ-
ization: 
1. Evolutionary 
2 . Geographic 
3. Classification 
4. Process, natural 
5 . Process, mechanical 
Techniques of exhibition. Generally, most exhibits in 
a children•s museum should not be considered permanent . The 
same children return day after day to the museum and their 
interest should be stimulated by constantly changing exhibits. 
·1.00 
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, certain exhibits, however, such as live animals and those 
which stimulate children to do something worthwhile, may be 
consid ered more or less permanent. 
A g ood exhibit is one which accomplishes its teaching 1 
object i ves. How is this done? Certain techniques of 
exhib i tion help accomplish these objectives. 
1 to follow a certain path. 
B. Judicious use should be made of color, to dis-
ting uish differences and to act as a pleasing attention 
getter. 
C. Lighting should be shadow free and dramatic. The 
lighting of dioramas must be natural. Concealed spots in 
1 the ceiling are often effective. 
D. Labels are a real problem. They should be brief 
and clear, above all else. They should give all the infor-
' mation necessary, but at the same time should stimulate the 
child t o look elsewhere in the exhibit for some of the 
ans'\vers . Good labelling is akin to the writing of good 
adverti s ements. 
E . Opportunity should be provided ,for participation. 
iThis can take the form of push-button operation of machines, 
1 0r the p laying of games which increase knowledge of the 
museum. 
~===-~,___ ==== 
F. Graphic devices (i.e. maps~ pictures~ charts~ 
postersJ etc.) are indispensible adjuncts to most exhibits. 
I I They should be used sparingly but well. 
II Typical exhibits. The author analyzed in detail 
I several exhibits representing all the types described above. 
I It is hoped that 
/ the construction 
a museum p rogram. 
this analysis will serve as a guide for 
of similar exhibits by those responsible for II 
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